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-» Androidy, roboty, teatr mechaniczny The Androids, Robots and Mechanical theatre 

217 Androidy - nauka, ideologia, folklor \ Androids - Science, 

Ideology, Folklore 
Henryk Jurlcowski 

ii 1 15 Teatr robotow \ Robot Theatre 

Z Markiem Perlcowskim rozmawia Lucyna Kozieri | 

Marelc Perkowski talks with Lucyna Kozien 
19I23 Szopkowa inicjacja \ A Creche Initiation 
Marelc Karpiriski 

27 1 29 Maszyny do opowiadania historii \ Machines for Telling Stories 

Z Pawlem Kolanowskim rozmawia Karol Suszczynski | 

Pawel Kolanowski talks with Karol Suszczynski 

-» Festiwale Festivals 

32137 Lalki w Banialuce \ Puppets at the Banialuka 

Halina Waszkiel 

42 1 45 Folia, jablko i papier | Foil, Apple and Paper 

Maria Schejbal 

48|5i Czterysztuki teatru \ The Four Arts of Theatre 
Karolina Obszyrislca 

54|56 Od Don Kichota po Rycerza bezKonia \ From Don Quixote 

to the Knight without 
Zoran Djeric 

58161 Okiem sqsiada \ As Seen by a Neighbour 

Marelc Waszkiel 

64168 Sztuka, po co? | Art, What's the Purpose? 

Katarzyna Grajewslca 

-> Swiatowy Kongres ASSITEJ The ASSITEJ World Congress 

71 1 76 Widzenie widza \ Facing the Audience 

Zuzanna Talar 

-> Recenzje Reviews 

8 o |82 Tg historic kazdyzna... \ Everyone Knows This Story... 

Agata Drwi^ga 

84186 Senne majalci w laboratorium \ Dream Visions in a Taboratory 
Monika Zmijewslca 

8 819 o Gdzie rgce wgza ? \ Where Are the Snake's Hands ? 

Janusz Legon 

92I95 Czarna wdowa w bialym dworku \ Black Widow in a White Manor House 
Lulcasz Drewnialc 

9 81 1 o o Pory zycia \ Times of Fife 

Tadeusz Kornas 

-> Teatr dla najmlodszych Theatre for the Youngest 

103I107 Teatr najnajowy? \ Theatre for Early Years? 
lustyna Czarnota 

Wydawnictwa Publications 

1111113 Spotkanie na szczycie \ A Summit Meeting 
Liliana Bardijewslca 

Do dyskusji For debate 

115I118 Pozostanq lalkarze \ The Puppeteers Will Remaing 
Grzegorz Kwiecinslci 





P ost^p cywilizacyjny jest ogromny. Nie trzeba dowodzic, jalc wiel- 
ki skok wylconal czlowielc od wynalazlcu kola do lotow dookola 
Ziemi. Nie trzeba tez opowiadac o post^pie w sposobach miesz- 
lcania, leczenia, utrzymywania higieny, przekazywania informa- 
cji. Ani tez o zdolnosci do masowej eksterminacji swoich wrogow z pomo- 
cq doslconalych narz^dzi zabijania. 

^[Mimo to czlowielc niewiele si§ zmienil. W dalszym ciqgu pociqga go wla- 
dza nad innymi ludzmi, bogactwo, wystawne swi^towanie, tradycja i me¬ 
diae wobec obcych. Doswiadczyl licznych przemian systemow spolecz- 
nych, od niewolnictwa do komunizmu i wolnego rynlcu, ale w wielu 
sferach pozostal na poziomie pierwotnych odruchow. W ciqgu swego ist- 
nienia wykazal si§ przedsi^biorczosciq i wynalazczosciq; wlconselcwencji, 
nie baczqc na mozliwe niebezpieczenstwa, pragnie si^gnqc po nowe lcos- 
miczne swiaty. Chce stworzyc istoty mechaniczne: androidy i roboty i juz 
teraz tworzy sztucznq inteligencj^, lctora wkrotce zacznie z nim 
lconlcurowac. 


Sort 

Q ¥ ^ 
rt £ 

T3 -S | 
O' rt ^ 

S W) £ 

N O 

£ I 


< 





















































































































































































































































































































































































































TEATR LALEK NR 3-4 (117-118) 2014 


3 


JfMimo to pozostaje jakniegdys „homo ludens" W nie- 
lctorych sferach jest ciqgle naiwny i infantylny, choc 
swiat jego wyobrazni poszerzyl si§ znacznie o produlc- 
cje science fiction i gry lcomputerowe. Zachowal 
dawnq praktyk§ ozywiania figur, choc czyni to rozmai- 
tymi sposobami, w celach religijnych i naulcowych, 
dla rozrywki i zabawy. 

if Nie do lconca znane sq impulsy do powstania rzezby 
i przedstawien plastycznych. Pewnejestjednalc, ze 
czlowielcpierwotny probowalje ozywic, potwierdza- 
jqc swq wiar§ w ich transcendentny charalcter. 
Sztuczny ruch figur pelnil waznq funlccj^ religijnq. Byl 
dowodem samodzielnego istnienia bogow, 
jak wskazuje na to opowiesc o Serapisie, bogu 
wylcutym z zelaza: 

if/ talc w Serapeionie aleksandryjskim kazdego ranlca 
promieh sloneczny sldadal pocalunelc na ustach 
posqgu boga. Wqslcie olcno bylo umieszczone w talci 
sposob, ze promienie sloneczne padaly na usta Sera- 
pisa w momencie, gdy lcaplani wnosili posqg wyobra- 
zajqcy Slonce do swiqtyni. Ale lcaplani postarali si$ 
wzmocnic efelct: w suficie ponad posqgiem Serapisa 
umieszczono magnes, a posqg wyobrazajqcy boga 
Slonce byl wylconany z czystego zelaza. Podczas gdy 
bog wznosilsigwgdrg, wymawiano formula Slonce 
powiedzialo: „Zegnaj!" Serapisowi i unioslo si$, aby 
powrocic do siebie\ 

ifWiedza o sile magnesu byla rozpowszechniona 
wsrod lcaplanow. Lukian w swojej rozprawie O bogini 
syryjskiej (Asztarte) wspomina o lewitacji posqgu 
„brodatego Apollona” (bostwo babilonslcie Nabu): 
pomnik na noszach niesli lcaplani, alezanim przekro- 
czyli wrota swiqtyni, magnes umieszczony w suficie 
przyciqgal posqg leu sobie 2 . 

ifDoniesien o takich dzialaniach jest stosunkowo wiele. 
Wielu tez byio tworcow automat ow, wsrod lctorych 
najsiynniejsi to Heron z Alelcsandrii i Filon z Bizan- 
cjum. Z czasem jednak zmienila si§ funlccja rucho- 
mych figur. Bogowie ustqpili miejsca wladcom tego 
swiata, lctorzy lcorzystali z automatow dla wlasnego 
splendoru. Pisze o tym m.in. Marelc Letkiewicz: 

«| Do historii przeszedl dzialajqcy w Bizancjum wIX 
wiekufilozofi logikLeo Matematyk, ktory slconstruo- 
waldla cesarza Theophilosa Ikonomachosa dwa auto- 
maty przypominajqce projelcty Herona, wformie 
sztucznych drzew ze spiewajqcymi ptakami. Liutprand, 
pozniejszy bislcup Cremony, wyslany z poselstwem do 
Konstantynopola w rolcu 949, opisuje podobny hydrau- 
liczny lub pneumatyezny automat: Przed tronem cesa¬ 
rza stalo drzewo z pozlacanego brqzu, peine ptalcow, 
rowniez wylconanych z pozlacanego brqzu, emitujq- 
cych trele odpowiednie dla ich roznych gatunkow. Iron 
cesarza unosilsig, talc chytrze, ze w pewnym momencie 
jest na ziemi, by po chwili wzniesc si$ na wyzyny 
i wydaje si$ unosic w powietrzu. Strzegly go Iwy, wylco- 
nanez brqzu lub pozlacanego drewna, Ictore uderzaly 
w ziemiq ogonami i ryezaly z otwartymi paszczami, 
w lctorych drgalyjgzyki 3 . 


^[Wzrost pot^gi Kosciola spowodowal kolejne zmiany, 
a scisle mowiqc, powrot do religijnych funlccji automa¬ 
tow. Inspiracje do tych dzialan plyn^ly z teologii ruchu 
milenarystyeznego, ktory czerpal z Apokalipsy Swi$- 
tego Jana, zapowiadajqcej ustanowienie przez Boga 
nowej niebianskiej Jerozolimy. Kosciol mial bye tq 
Nowq Jerozolimq, do lctorej powstania przyczyniq si§ 
zast^py walecznych aniolow. 

^[Pojawianie si§ aniolow wliturgii mialo miejsce juz 
wX wieku. Apogeum ich widzialnej obecnosci przy- 
pada na wield XV i XVI. Najwazniejszym ich obowiqz- 
kiem bylo dostarezanie lcaplanowi hostii w czasie 
mszy, co po raz pierwszy zostalo odnotowane na prze- 
lomie X i XI wieku. Na wezwanie kaplana niebo otwie- 
ralo si§ i pojawialy si§ anielskie r§ce, Ictore na oltarzu 
ldadly bialy krqzelc oplatka 4 . W katedrach Paryza, 
Rouen czy Angers wwielcach XIV i XV anioly pojawialy 
si§ w powietrzu w cudowny sposob i przynosily hostie 
kaplanom, a takze dostarezaly celebrantowi wody do 
obmycia rqlc. 

^Od sluzby koscielnej anioly przeszly do dzialan na 
rzecz ziemskich namiestnikow. Kiedyw rolcu 1377 
jedenastoletni Ryszard II zostal ukoronowany, witaly 
go w Londynie, przed lcazdq z czterech wiez miasta 
sypaly nan zlote liscie i zlote guldeny. Inne anioly wr^- 
czaly mu puchary z winem. Ze srodkowej wiezy nie- 
bianskiego miasta wylatywal w lcoiicu mechaniczny 
aniol, lctory nowemu krolowi przekazywal lcoron^. 

ifNajwazniejsze figury liturgii chrzescijanskiej: Jezus 
Chrystus i Jego Matlca podlegali rowniez dzialaniom 
animacyjnym. Z XV i XVI wieku pochodzq krueyfiksy 
(Boxley, Dobeln) z wewn^trznymi mechanizmami, 
Ictore pozwalaly nie tyllco na demonstrowanie natural- 
nych wlosow, lecz talcze odswiezaly lcrew w ranach 
Ulcrzyzowanego. Podobnie istnialy zmechanizowane 
figury Matki Bozej, Ictore mogly poruszac r^lcoma i pla- 
lcac prawdziwymi Izami 5 . 

ifZalamanie tej tradycji nastqpilo za sprawq protestan- 
tow, lctorzy glosili, ze Kosciol lcatolicki posluguje si§ 
oszulcanczq idolatriq. W Anglii w rolcu 1547 w Poules 
Crosse bislcup od Swi^tego Dawida, Barlowe, patrono- 
wal alctowi protestanckiego wandalizmu: po jego lcaza- 
niach chlopcy lamali ;; idole ,, na drobne kawalki 6 . 
Atalcow tego rodzaju unilcn^ly w duzym stopniu figury 
przedstawiajqce narodzenie Jezusa. Tradycji tej dal 
poczqtelc sw. Franciszelc z Asyzu, lctory w rolcu 1223 
odtworzyl wplenerze scen§ Narodzenia z udzialem 
zwierzqt, pasterzy i zgromadzonych wiernych. Potem 
Narodzenie jalco temat trafilo do lcoscielnych lcaplic, 
gdzie przedstawiano je z pomocq ruchomych figurelc. 
W tym wypadieu nie chodzilo juz o zadne sztuczki, ale 
o przypomnienie wielkiego religijnego wydarzenia. 

Z lcosciolow temat Narodzenia trafil w r^ce w^drow- 
nych lallcarzy, lctorzy wystawiali je na przemian z Pasjq 
zgodnie z lcalendarzem liturgieznym. 

if To byl polcarm dla maluczlcich. Warstwy wyzsze 
powrocily do figur mitologicznych, nawiqzujqcych do 
dawnej tradycji automatow Herona z Alelcsandrii. 
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Poczqwszy od okresu Renesansu, zacz^lo si§ naslado- 
wanie ogrodow arabskich w Bagdadzie i Samarze, pel- 
nych spiewajqcych ptalcow, jak to potwierdzali liczni 
podroznicy. Pierwszenstwo w tym wzgl^dzie 
mieliWlosi: 

%Do najbardziej znanych przykladow zastosowania figur 
automatycznych nalezaly ogrody medycejskie w Prato- 
lino Icolo Florencji, zalozone w r. 1569 . Bernardo Buonta- 
lenti, zresztqjedenzglownych tworcow intermezzi, zain- 
stalowal w tamtejszych grotach m. in.figury kon- 
certujqcego Pana, aniola dmqcego w trqbq, szlifierza 
przypracy, wreszcie Galateq, wiezionq w zlotej muszli, 
ciqgnigtej przez delfiny, poprzedzanq przez Trytona. 
Dekoracjg ogrodow stanowity rowniezfontanny i rozno- 
rodnegiocchi d'acqua, polegajqce czgsto na oblewaniu 
zwiedzajqcego wodq 7 . 

Francja w tym wzgl^dzie nie pozostawala z tytu, jak 
tego dowodzq przelcazy z czasow panowania Henrylca 
IV Burbona (1553-1610) 8 . Tu aranzacje figur automa¬ 
tycznych trwaiy niezmiennie od XIV az do XVIII 
wieku. Figury mitologiczne, lctore opanowaly ogrody 
i groty, powoli tracily walor nowosci. W ich miejsce 
przychodzily przedstawienia wspolczesnego zycia, 
wiejskie pejzaze i praca wiesniakow czy rzemieslni- 
lcow, co bylo znakiem demokratyzacji lcultury. Taki 
wlasnie byl „Rocher” zbior automatow Stanislawa 
Leszczynskiego w Luneville we Francji, lctory powstal 
w rolcu 1742 9 . 

^[Mistrzowie demonstracji ogrodowych pomysleli talcze 
o zabawach bardziej intymnych, wpostaci „obrazow 
animowanych” Byly to niewielkie, wzgl^dnie plaskie, 
obramowane automaty do ustawienia w salonie albo 
nawet do powieszenia na scianie, z ruchomymi scen- 
lcami rodzajowymi. lednym z najbardziej glosnych byl 
„obraz animowany” nalezqcy do Madame de Pompa¬ 
dour (1721-1764), kochanki krola Ludwilca XV Przed- 
stawia on nieistniejqcy juz zamelc Saint-Ouen 10 . 

^fTe wszystkie demonstracje swietnosci umyslu ludz- 
kiego, sldadane w holdzie panujqcym lub stanowiqce 
rozrywlc^ dobrze urodzonych, miaiy swe zrodlo wpra- 
cach zapalonych wynalazcow i w pewnym sensie 
uczonych, lctorzy stawiali przed sobq roznorodne 
zadania. Nalezeli do nich tacy znani wynalazcy, jak 
lacques de Vaucanson z Francji (1709-1782), Pierre 
laquet Droz (1721-1790) ijego syn Henri Louis laquet 
Droz (1752-1791) ze Szwajcarii i Wolfgang von Kempe- 
len (1734-1804) z Austrii. Niezwylclq slaw§ zdobyl fleci- 
sta Vaucansona, ldawesynistka Drozowi szachista von 
Kempelena. Znamienne, ze po demonstracji automa¬ 
tow dla czlonlcow Alcademii Francuskiej i w palacach 
arystokratowbyiy one pokazywane mniej utytulowa- 
nej publicznosci, wroznych miejscowosciach za bile- 
tami wst^pu. Ta demokratyzacja automatow pobu- 
dzila do dzialania wielu menadzeroww^drownych 
widowisk, w tym lalkarzy, ich sztulc§ najlepiej repre- 
zentowal Tyrolczylc Chrystian loseph Tschuggmall, 
lctory w rolcu 1836 - w drodze do Petersburga - wystq- 
pil w Warszawie 11 . 


^[Obok demonstracji figur mechanicznych znane tez 
byly inne polcazy lallcarslcie, lctore nazywano czasami 
theatrum mundi, poniewaz polcazywaly cielcawostlci 
swiata na tie architelctonicznej panoramy rozmaitych 
miast. W Polsce ten typ widowisk demonstrowal 
Rumun Iordalci Kuparenlco 12 . 

^[Pod wpiywem tych widowisk znalazly si§ talcze odra- 
dzajqce si§ przedstawienia szoplcowe. Estetylca barolcu 
i rolcolco wniosla bowiem do przedstawien „zlobka” 
wiele nowych delcoracyjnych elementow, jak tez 
zasad§ przedstawienia zloblcowych figur wruchu. 
Stopniowo „zl6belc” z przedmiotu adoracji przelcsztal- 
cil si§ w czyste widowislco, lctorego esencjq byly teraz 
sceny o charalcterze swieclcim. Naturalnie, staly one 
w sprzecznosci z celami religijnymi i wystawianie 
„zl6blcow” zostalo zalcazane przez autorytety pari- 
stwowe i lcoscielne: w Polsce w rolcu 1736, w Niem- 
czech (Alcwizgran) w 1776, w Austrii w rolcu 1780. 

^[We Francji, gdzie antyreligijna postawa wladz rewolu- 
cyjnych spowodowala wyrzucenie przedstawien 
z lcosciola, talc zwane creches przeniosly si§ do domow 
prywatnych, lcontynuujqc obyczaj mimo oficjalnych 
rozporzqdzeri. Ich wylconawcy lcierowali 
si§ popularnym, ludowym rozumieniem Biblii 
i przedstawiali narodziny Chrystusa zgodne raczej 
z ich apolcryficznq interpretacjq niz z oficjalnq 
dolctrynq lcosciola. 

^[Powodzenie przedstawien domowych i przedstawien 
lalkarzy slclonilo przelozonych nielctorych lcosciolow 
do ponownego wprowadzenia zmechanizowanych 
widowisk do lcoscielnych lcaplic jalco elementu dewo- 
cji Dzieciqtlca. W Polsce lcapucyni zainstalowali talcq 
ruchomq szoplc§ w Kralcowie w 1866 rolcu. Po drugiej 
wojnie swiatowej odziedziczylismy po niemieclcich 
rzemieslnilcach wiellcq ruchomq szoplc§ w Wambierzy- 
cach (Albendorf), si^gajqca swq tradycjq XVIII wieku. 
Obecnq szoplc^, pochodzqcq z drugiej polowy 
XIX wieku, wylconal Hermann Wittig (1857-1932). 

Spod jego dluta wyszly: rzez dzieci na rozlcaz lcrola 
Heroda, Swiata Rodzina przy pracy, 12-letni lezus 
wswiqtyni, Ostatnia Wieczerza, objawienie Matki 
Bozej w Lourdes, lcopalnia w^gla i scena przedstawia- 
jqca zabaw^ ludowq. 

^[Idqc sladami lcapucynow lcralcowskich, lcapucyni war- 
szawscy utworzyli szoplc§ w 1948 rolcu. Glowne miejsce 
zajmuje wniej stajenlca ze Swi^tq Rodzinq, przed lctorq 
przechodzq postacie zarowno duchowne, jak i swie- 
clcie - z historii Polslci i Kosciola: papieze, nowi swi^ci 
i blogoslawieni, a talcze postacie z Pisma Swi^tego. Co 
rolcu alctualizuje si^ szoplc^. W rolcu 2011 wyelcspono- 
wano figure lcsi^dza ferzego Popieluszlci oraz ogon 
samolotu Tu-154, nawiqzujqc w ten sposob do tragedii 
smoleiiskiej. W rolcu 2012 frontowe miejsce zajql blo- 
goslawiony papiez Ian Pawel II. Chcielismy wyalccento- 
wac postac nowego blogoslawionego i przypomniecjego 
nauczanie, szczegolnie w aspelccie obrony zycia nienaro- 
dzonych - informowal brat faroslaw Wawrzyn, opielcun 
szoplci od 19 lat 13 . 
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Szoplca przedstawiajqca malego Jezusa jalco symbol 
odradzajqcego si§ zycia jest zatem nie tylko uzupel- 
niona wybranymi obrazami z rzeczywistosci, 
lecz rowniez zaldocona alctualnq „publicystylcq" 
Kapucyni przej^li praktyk^ tworcowludowych, 
lctorzy tralctowali swiat jalco ein TopfGericht, lelccewa- 
z^c wszelkie mozliwe hierarchie. Zamiast przelcazu 
ewangelicznego mamy tu przedstawienie dla malucz- 
kich. Jego mechanika lcorzysta wniewielkim stopniu 
z nowoczesnych srodkow technicznych. Ale talc jest 
prosciej i bardziej infantylnie. 

Niezaleznie od szoplcowych relilctow studia nad 
sztucznym zyciem figur (wzorem Herona, Vaucansona 
i Drozow) staly si§ obecnie domenq najbardziej rozwi- 
ni^tych osrodlcow naulcowych. W wi^lcszosci talcich 
uczelni prowadzi si§ badania nad robotami, cz^sto 
o lcsztalcie humanoidalnym. Marelc Perlcowslci i Alan 
Mishchenko, profesorowie uniwersytetu w Portland 
(Oregon), prowadzq swe doswiadczenia, wywodzqc je 
bezposrednio z analizy sztulci teatru. Tworzq orygi- 
nalny teatr robotow. 


Zatem androidy sq w dalszym ciqgu obecne w naszej 
lculturze w dwoch plaszczyznach. W plaszczyznie 
naulcowej - do lctorej rozwoju zach^cal naszych stu- 
dentowprof. Perlcowslci podczas goscinnych wylda- 
dow na Politechnice Warszawslciej, jalc tez niezmien- 
nie od wielcow w plaszczyznie folldorystycznej. 
Dzialania te - jalc si§ dowiadujemy - lcontynuowane sq 
wnowo powstajqcych swiqtyniach. 

•([Jest to folldoryzm specjalnego rodzaju. Realizujq go 
specjalisci, elcsperci wdanej profesji, ale mimo to 
w ich wydaniu otrzymujemy schematyczny, uprosz- 
czony obraz swiata. Nie jest to wi§c folldor ludowy 
czy popularny, ale fenomen wywodzqcy si§ z poplcul- 
tury, w lctorej pierwiastki nowoczesnej techniki 
i nowoczesnego sztafazu Iqczq si§ z naiwnym, wielce 
uproszczonym, choc ideologicznie wyrazistym przed- 
stawianiem rzeczywistosci. 

^[O powstaniu takiego teatru na terenie budowanej 
obecnie Swiqtyni Opatrznosci Bozej donosi Dariusz 
Bartoszewicz. Poczqtlcowo budowla miala bye realiza- 
cjq Deldaracji Sejmu Czteroletniego z 5 maja 1791 rolcu 
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o wybitnie wolnomularskiej proweniencji, jalco wyraz 
dzi^kczynienia z olcazji uchwalenia Konstytucji 
3 Maja, ale dzis mysl o jej powstaniu zostala przej^ta 
przez wladze lcoscielne jalco votum dzi^kczynienia 
zarowno za Konstytucji 3 Maja, jalci odzyslcanie samo- 
dzielnosci panstwa polskiego. 

Aranzacja teatrzyku mechanicznego dla dzieci w Swiq- 
tyni Opatrznosci Bozej ma wiele cech nowoczesnych. 
Slclada si§ on z osobnych scenelc, lctore mieszczq si§ 
w trzech metalowych gladkich cylindrach, olcolo 
osmiu w lcazdym. Sceny te z figurkami trojwymiaro- 
wymi na tie delcoracji ukladajq si§ w ciqg historyczny 
przedstawiajqcy wzasadzie dzieje narodu polskiego 
„nierozerwalnie zwiqzanego z Kosciolem" Figurki led- 
wie sii ruszajq i tyllco nielctore ozywia zaangazowany 
glos narratora opowiesci. Oczywiscie wszystlco miesci 
sii w znanych nam polsko-lcatolickich stereotypach. 

^Pierwszq scenqjest „Stw orzenie swiata”. Glownq lalkq 
jest Bog Ojciec. Nad glowq staruszlca z dlugq brodq 
odzianego w bialq szatq wirujq planety. Na wysolcosci 
jego piersi lcrqci siq obrgcz niczym hula-hoop. Stojq na 
nimfigurkizwierzqt, m.in. krowajez, wiewiorka, ryba. 
Calosc dopelniajq szczgsliwi ludzie. Opis stworzenia 
swiata w starotestamentowej Ksigdze Rodzajujestlitera- 
clci i symboliczny. Tu zostal przedstawiony doslownie. 

Ma trafiac do wyobrazni dzieci. Iprzy olcazji utrwalic, 
jak wyglqda tradycyjna rodzina 14 . 

Oczywiscie rodzina ta to rodzina z XXI wielcu, zapewne 
polslca, o bialej cerze, w odpowiednich, skromnych, 
mieszczanslcich strojach. Nasze dzieci nie dowiedzq 
sii wi§c, ze Bog stworzyl talcze rodziny chinskie, 
indianskie czy afrylcarislcie. W tym wylcladzie Polska 
i j ej katolicka wiara j est w centrum zainteresowania 
tworcow teatrzyku. Dariusz Bartoszewicz pisze dalej: 


Teatrzyk polcazuje tez historic Polski nierozerwalnie 
zwiqzanq z Kosciolem, w Ictorej kluczowe sq cuda (Cud 
nad Wislq, Polak na tronie papieskim). Jestchrzest 
Mieszka I, slub krolowej Jadwigi z Wladyslawem 
Jagiellq, ale i upadek - rozbior Polski (kontury naszego 
kraju rozdzierajq trzy kruki, grozg poglgbiajq blyskawice 
z diod). Sq zrywy niepodleglosciowe, w kohcu niepodle- 
glosc i Bitwa Warszawslca 1920 roku (nawalnicg sowie- 
ckq przedstawia czerwony smok). II wojng swiatowq 
symbolizuje mgczeristwo Maksymiliana Kolbego. Sq lata 
komunizmu - ludzie na pochodzie pierwszomajowym to 
marionetlci poruszane lapskami diabelslcimi 15 . 

^[Pochwala Konstytucji 3 Maja jest oczywiscie powierz- 
chowna, bo lelctor zapomnial, ze pomijala ona zupel- 
nie upokorzenia i niedole warstwy chlopskiej, lctora 
przeciez stanowila wi^lcszosc narodu polskiego. 
Obojitnosc na losy warstwnizszych widzimy talcze 
w obrazie swiata robotniczego 1 Maja. Zdaniem lelc- 
tora przyniosl je do Polski lcomunizm, podczas gdy 
powszechnie wiadomo, ze powolali je do zycia 
dzialacze robotniczy roznych lcrajow wrolcu 1890. 

^[Gra symbolami ma zawsze charalcter wybiorczy, choc 
w tym wypadlcu mamy do czynienia z czystq dezinfor- 
macjq. Tworcy teatrzyku odmawiajq opatrznosci bozej 
zainteresowania problemami ludzi uposledzonych. 
Wslcazujq wprawdzie na wady szlacheclcie jalco przy- 
czyny polskich nieszcz^sc, ale ten antyszlacheclci, 
moralny wypad nie rownowazy wszystlcich 
pomini^c i uproszczen. 

V wten sposob „ teatrzyk dla dzieci” falszuje wiedz§ 
o Bogu i o swiecie. Przyznam si§, ze wolalbym, by 
historii Polski dzieci uczyly si§ z prac naulcowych, 
lctore nawet w swoich syntezach daj^ bogatsze spelc- 
trum motywow i wydarzen. 
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ANDROIDY, ROBOTY, TEATR MECHANICZNY 






Henryk Jurkowski 



C ivilisational progress is enormous and there is no need to prove 
to anyone the immense leap made by man from the invention 
of the wheel to space flights around the Earth. Nor is it neces¬ 
sary to talk about progress in ways of residing, health care, the 
observation of hygiene or the transmission of information. The same 
holds true for the ability to conduct a mass-scale extermination of ene¬ 
mies with the assistance of excellent tools applied for killing. 
^[Nonetheless, man has not changed much. He is still attracted by power 
over others people, wealth, lavish festivities, tradition, and hostility 
towards aliens; he has experienced numerous transformations of social 
systems, spanning from slavery to communism and the free market, but 
in numerous spheres he remains upon the level of his primeval reactions. 
In the course of his existence man has demonstrated entrepreneurship 
and ingenuity: as a consequence, while ignoring possible dangers he 
wishes to reach out for new worlds in the universe. He also wants to create 
mechanical creatures: androids and robots, and is already working on an 
artificial intelligence that will soon begin competing with him. 

^[Despite all the above, man is still, just as in the past. In some domains 
of life he remains naive and infantile although the world of his imagina¬ 
tion has expanded considerably due to science fiction and computer 
games. He has preserved the old praxis of bringing figures to life, 
although he does so by resorting to assorted fashions, for religious and 
scientific purposes, and for entertainment and sheer fun. 

^[The impulses of the creation of a sculpture and visual arts presentations 
are not obvious to the end. One thing is certain - primeval man tried to 
animate them, confirming his faith in their transcendent character. The 
artificial movement of figures fulfilled an important religious function 
and served as proof of the independent existence of the gods, as indi¬ 
cated by a story about Serapis, a deity cast in iron: 

%Each morning in Alexandrian Serapeum a sunbeam kissed the lips of the 
statute of the god. A narrow window was located in such a way so that rays 
fell on the mouth of Serapis at the very moment when the priests carried 
a status of the Sun into the temple. They tried to intensify the effect: a mag¬ 
net was placed in the ceiling above the statue of Serapis, and the statue 
of the god Sun was made of pure iron. When the deity ascended the priests 
said the formula:"The Sun said 'FarewellV to Serapis and rose to return 
to its adobe" 1 . 

^[ Knowledge about the power of the magnet was widespread among the 
priests. In his dissertation The Syrian Goddess (Astarte) Lucian men¬ 
tioned the levitation of a statue of a "bearded Apollo" (the Babylonian 
deity Nabu): The statue was carried on a stretcher by the priests but before 
they entered the temple a magnet in the ceiling drew the statue upward 2 . 
^[Information about such undertakings is relatively copious. The most 
celebrated among the numerous authors of automats were Heron 


Serapis hellenistyczny 
commons.wikimedia.org 
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of Alexandria and Philo of Byzantium. In time, how¬ 
ever, the function of moving figures changed and 
gods were relegated by the rulers of this world, who 
used automats for the sake of personal splendour, as 
mentioned by, i.a. MarelcLetkiewicz: 

^History records the philosopher and logician Leo the 
Mathematician active in ninth-century Byzantium, 
who constructed for Emperor Theophilos Ilconomachos 
two automats resembling Heron's projects in the shape 
of artificial trees with songbirds. Liutprand, later the 
bishop of Cremona, dispatched in 949 as an envoy to 
Constantinople, described a similar hydraulic or pneu¬ 
matic automat: In front of the emperor's throne there 
stood a tree made of gilded bronze, full of birds, also 
made of gilded bronze and singing suitably for their dif¬ 
ferent species. The throne was elevated so cleverly that at 
a certain moment it stood on ground but then it 
ascended and appeared to be soaring in the air. It is pro¬ 
tected by lions made of bronze or gilded wood, swishing 
their tails against the ground and roaring with an iron 
mouth that contained quivering tongues 3 . 

^[The increasing power of the Church generated suc¬ 
cessive transformations or, more exactly, a return to 
the religious functions of the automats. Inspiration 
came from the theology of the milleniaristic move¬ 
ment stirred by The Apocalypse of St. lohn announcing 
the establishment by God of a new Heavenly Jerusa¬ 
lem. This New Jerusalem was supposed to be the 
Church, and its creation was to be accomplished by 
hosts of valiant angels. 

Angels appeared in liturgy already during the tenth 
century, and the apogee of their visible presence took 
place in the fifteenth and sixteenth century. The most 
prominent duty of the angels was to supply priests 
with the consecrated host in the course of Holy Mass, 
recorded for the first time at the turn of the eleventh 
century. Upon the entreaty of the priest the heavens 
opened and there appeared angelic hands, which 
placed the white circlets of the wafer on the altar 4 . In 
the fourteenth and fifteenth century angels miracu¬ 
lously appeared in the cathedrals of Paris, Rouen or 
Angers, bringing the host to the priests and providing 
the celebrant with water to wash his hands. 

^[Then, the angels ceased serving the Church for the 
sake of activity conducted for its earthly rulers. When 
the eleven-year old Richard II was crowned in 1377 ; 
he was welcomed in London by angels sprinkling 
golden leafs and guldens from each of the four town 
towers, while other angles handed him chalices 
of wine. Finally, a mechanical angel flew out of the 
central tower of the celestial city to present the new 
king with a crown. 

^fThe most important figures of Christian liturgy: Jesus 
Christ and His Mother were also subjected to anima¬ 
tion. Fifteenth - and sixteenth-century crucifixes 
(Boxley, Dobeln) contained inner mechanisms mak¬ 
ing it possible not only to feature real hair but also to 
supply fresh blood in the wounds of the Crucified. 


Similarly, mechanical figures of the Madonna were 
capable of moving their hands and crying real tears 5 . 

• This tradition ended when the Protestants 
announced that the Catholic Church had been 
resorting to devious idolatry. In 1547; Barlowe, the 
bishop of the English diocese of St. David in Poules 
Crosse, acted as a patron of Protestant vandalism: 
after his sermons local boys shattered the "idols” into 
small pieces 6 . 

Attacks of this sort spared to a great extent figures 
depicting the Nativity of Christ. Their tradition was 
initiated by St. Francis of Assisi, who in 1223 recreated 
a first open-air Nativity scene involving animals, 
shepherds, and the gathered faithful. Subsequently, 
the Nativity was introduced into church chapels, 
where it was depicted with the help of moving figures. 
In this case, no tricks were applied and the intention 
was to recall a great religious event. The Nativity 
theme then found itself in the hands of itinerant pup¬ 
peteers, who staged it interchangeably with the Pas¬ 
sion in accordance with the liturgical calendar. 

^The above shows were addressed to the common 
people. The upper strata returned to mythological 
figures referring to the old tradition of automats by 
Heron of Alexandria. The Renaissance inaugurated 
imitations of the Arabian gardens of Bagdad and 
Samara, full of songbirds, as witnessed by numerous 
travellers. Here, pride of place went to the Italians: 

The best-known examples of the application of auto¬ 
matic figures were the Medici gardens in Pratolino near 
Florence, laid out in 1569 . Bernardo Buontalenti, one 
of the main authors of the intermezzi, installed in the 
local grottoes, i.a. figures of a performing Pan, an angel 
blowing a trumpet, a grinder at work, and, finally, 
Galatea in a golden shell pulled by dolphins and pre¬ 
ceded by Triton. Garden decorations also included 
fountains and assortedgiocchi d’acqua, frequently con¬ 
sisting of drenching the visitor in water 7 . 

^[In this respect France did not lag behind, as testified 
by accounts from the reign of Henry IV Bourbon 
(1553-1610) 8 . Arrangements of automatic figures 
lasted uninterruptedly from the fourteenth to the 
eighteenth century. Mythological figures, which took 
over gardens and grottos, slowly lost the merit of nov¬ 
elties and were replaced by presentations of contem¬ 
porary life, rural landscapes, and labouring peasants 
or artisans, a sign of a democratisation of culture. 
Such was the character of "Rocher” a collection 
of automats created in 1742 and belonging to 
Stanislaw Leszczyriski in Luneville (France) 9 . 

^[The masters of garden decorations also devised more 
intimate entertainment in the shape of "animated 
tableaux”: small and relatively flat, framed automats 
either placed in a salon or displayed on walls and fea¬ 
turing moving genre scenes. One of the most cele¬ 
brated belonged to Madame de Pompadour (1721- 
1764), the mistress of King Louis XV, and showed the 
non-extant castle in Saint-Ouen 10 . 
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^[The source of all those demonstrations of the ingenu¬ 
ity of the human mind, presented as homage to rulers 
or acting as entertainment for the well-born, was the 
oeuvre of fervent inventors and, to a certain degree, 
scholars who chose to tackle assorted self-imposed 
tasks. They included such celebrated inventors as: 
lacques de Vaucanson from France (1709-1782), 

Pierre Jaquet Droz (1721-1790) and his son, Henri 
Louis Jaquet Droz (1752-1791) from Switzerland, and 
Wolfgang von Kempelen (1734-1804) from Austria. 

The flute player by Vaucanson, the harpsichord 
player by the Droz father and son, and the chess 
player by von Kempelen became particularly 
renowned. Characteristically, after the automats 
were shown to members of the French Academy and 
in the palaces of the aristocracy they became dis¬ 
played to a ticket-playing public in assorted localities. 
This democratisation of automats inspired numerous 
managers of itinerant shows, including puppeteers, 
whose art was best represented by the Tyrolean 
Christian Joseph Tschuggmall, who in 1836, on his 
way to St. Petersburg, performed in Warsaw 11 . 

^[Demonstrations of mechanical figures were accompa¬ 
nied by other puppetry shows, sometimes known as 
Theatrum mundi, since they featured curios of the 
world shown against an architectural panorama 
of various towns. In Poland, spectacles of this sort 
were displayed by the Romanian Iordaki Kuparenko 12 . 

^[The impact of such productions affected also the 
creche. The Baroque and Rococo aesthetic introduced 
into the depictions of the creche numerous new deco¬ 
rative elements as well as the principle of presenting 
the figures in motion. Gradually, the creche changed 
from an object of worship into a spectacle, whose 
essence was now composed of secular scenes. Natu¬ 
rally, they remained at odds with religious purposes 
and the creche was banned by the state and Church 
authorities: in Poland in 1736, in Germany (Aachen) in 
1776, and in Austria in 1780. 

^[In France, where the antireligious stand of the revolu¬ 
tionary authorities resulted in the ejection of all depic¬ 
tions from churches, creches were transferred to pri¬ 
vate homes, thus continuing the custom despite 
official regulations. Their performers observed a pop¬ 
ular, folk comprehension of the Bible and presented 
the Nativity of Christ in accordance with its apocryphal 
interpretation rather than the official Church doctrine. 

^[The success of home spectacles and puppetry shows 
inclined the heads of certain churches to re-introduce 
mechanized spectacles as an element of the devotio 
of the Infant Jesus. In Poland the Capuchins installed 
a mobile creche in Cracow in 1866. After the Second 
World War, the Poles inherited from German crafts¬ 
men a large mobile creche in Wambierzyce (formerly 
Albendorf), whose tradition goes back to the eight¬ 
eenth century. The present-day creche, from the sec¬ 
ond half of the nineteenth-century, was executed by 
Hermann Wittig (1857-1932), who carved the 


Massacre of the Innocents ordered by King Herod, the 
Holy Family at work, the twelve-year old Jesus in the 
temple, the Last Supper, the Apparition of Our Lady at 
Lourdes, a coal mine, and a folk festivity scene. 
Following the example of the Cracow Capuchins, the 
Warsaw branch of the order created a creche in 1948. 
Here, pride of place goes to a manger with the Holy 
Family, to whom homage is paid both by secular and 
ecclesiastical figures from the history of Poland and 
the Church: popes, new saints and the blessed, as well 
as figures from the Bible. Each year, the creche is 
brought up to date by introducing symbols of current 
events. In 2011 it emphasized the figure of Reverend 
Jerzy Popieluszko and a tail of the Tu-154 airplane, 
thus referring to the Smolensk tragedy. In 2012 pre¬ 
dominant rank was assigned to the Blessed Pope John 
Paul II. We wished to accentuate the figure on the newly 
blessed and to recall his teachings , in particular as 
regards the lives of the unborn - informed Brother 
Jaroslaw Wawrzyn, guardian of the creche for 
the last 19 years 13 . 

^[A creche showing the Infant Jesus as a symbol 
of renascent life is, therefore, not only supplemented 
by means of selected images taken from reality but 
also disturbed by topical “publicistics” The Capuchins 
adopted the praxis of folk artists who treated the world 
as ein TopfGerichte, thus ignoring all possible hierar¬ 
chies. Instead of an evangelical message we are deal¬ 
ing with a spectacle addressed to the common folk. 
The mechanics makes use only to a slight degree 
of modern technical means and resorts to simpler and 
more infantile solutions. 

^[Regardless of the creche relics, studies on the artificial 
life of figures (modelled on Heron, Vaucanson, and 
the Droz father and son) have become at present the 
domain of the most developed scientific centres. The 
majority of such schools of higher learning conduct 
studies into robots, often endowed with a humanoid 
form. Marelc Perlcowski and Alan Mishchenko, profes¬ 
sors at the University of Portland (Oregon), carry out 
experiments by deriving them directly from an analy¬ 
sis of the art of the theatre. In doing so, they create an 
original theatre of robots. 

It In other words, androids continue to be present in our 
culture on two levels. On the scientific level - to whose 
development Professor Perlcowski urged students 
at his guest lectures at the Warsaw University 
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of Technology, as well as invariably for centuries in 
folldoristic research. We find out that such undertak¬ 
ings are continued in newly established churches. 

^[This is a special sort of folldorism, realised by special¬ 
ists, experts representing a given profession; nonethe¬ 
less, we receive a schematic, simplified image of the 
world. This is, therefore, not peasant or popular folk¬ 
lore, but a phenomenon derived from pop-culture, in 
which elements of modern technology and staffage 
are combined with a naive and greatly simplified al¬ 
beit ideologically distinct presentation of reality. 

^[Dariusz Bartoszewicz informs about a project of such 
a theatre on the site of the currently erected Church 
of Divine Providence. Initially, this edifice was to be 
a realisation of a Declaration issued by the Four Years' 
Seym on 5 May 1791, of a conspicuously masonic ori¬ 
gin, as an expression of thanksgiving for the enact¬ 
ment of the Third May Constitution; today, the idea 
of its establishment has been assumed by the Church 
authorities as a votum of thanksgiving both for the 
Third May Constitution and the regaining of an inde¬ 
pendent Polish state. 

^[The technical theatre for children within the Church 
of Divine Providence possesses numerous modern 
features. The theatre is composed of several scenes sit¬ 
uated in three smooth metal cylinders, about eight in 
each cylinder. Scenes with three-dimensional figures 
enacted against a backdrop of sets constitute a histori¬ 
cal sequence presenting the history of the Polish 
nation "inextricably associated with the Church" The 
figures barely move and only some are animated by 
the voice of the narrator of the story. Naturally, all ele¬ 
ment match the familiar Polish-Catholic stereotypes: 
Thefirst scene is "The Creation of the World'! and the 
main figure is God the Father, with planets whirling 
above the head of an old man with a long beard and 
wearing a white robe. A ring at the level of his chest turns 
and twists in the manner of a hula-hoop and displays the 
figures of animals, i.a. a cow, a hedgehog a squirrel and 
a fish. The whole composition is supplemented byjoyous 
people. A description of the creation of the world in the 
Old Testament Book of Genesis is literary and symbolic. 
Here, the scene has been depicted literally and is sup¬ 
posed to reach a child's imagination. At the same 
time, it is to render indelible the ideal image 
of a traditional family 14 . 

Naturally, this is a twenty first century family, probably 
Polish, light-complexioned, and wearing modest 
clothes suitable for the bourgeoisie. Our children shall 
not find out that God created also Chinese, Indian or 
African families. In the proposed interpretation 
Poland and its Catholic creed are in the centre of the 
interests of the creators of the theatre. Dariusz Barto¬ 
szewicz went on to write: 

The theatre also shows the history of Poland inseparably 
linked with the Church, in which miracles are of key 
importance (the Miracle on the Vistula, a Pole on the 
papal throne). There is the baptism ofMieszko I, and the 


weddings of Queen Jadwiga and Wladyslaw Jagiello, but 
also the fall - the partition of Poland (here the contours 
of the country are torn apart by three ravens and the hor¬ 
ror is intensified by lightening produced by diodes). There 
are pro-independence upheavals and, finally, independ¬ 
ence and the battle of Warsaw of 1920, with the Soviet 
onslaught represented by a red dragon. The Second 
World War is symbolised by the martyrdom ofMaksy- 
milian Kolbe, and the years of communism - by partici¬ 
pants of a May Day parade-marionettes set into 
motion by a devil 15 . 

Obviously, praise of the Third May Constitution is 
superficial since the lector forgot that it totally 
neglected the debasement and plight of the peasants 
who, after all, comprised the majority of the Polish 
nation. Indifference to the fate of the lower strata is to 
be seen also in the image of the workers' May Day hol¬ 
iday. According to the lector it was introduced in 
Poland by communism, but it is universally known 
that it was created by working class activists from 
assorted countries in 1890. 

Games played with symbols are always highly selec¬ 
tive, although in this particular case we are dealing 
with pure disinformation. The creators of the theatre 
negate the Divine Providence's interest in problems 
of the underprivileged. True, they indicate the faults 
of the gentry as the reason for Polish misfortune, but 
this anti-gentry moral attack does not compensate for 
all the simplifications and omissions. 

^[In this manner, the "Children's Theatre" falsifies 
knowledge about God and the world. I must admit 
that I would prefer that children would learn about the 
history of Poland from scientific publications, which 
even as syntheses offer a more varied spectre of motifs 
and events. 
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Lucyna Kozieii: Panie Profesorze, zacznijmy od abecadla, bo dziedzina | 

wiedzy, lctorej chcialabym wnaszej rozmowie dotlcnqc, jest dla nas, sro- 
dowiska teatralnego, czystq magiq... Czym sq roboty humanoidalne? £ 

Marek Perkowski: Robotem nazywamy lcazde urzqdzenie, lctore jest wypo- | 
sazone w czujniki (na przyldad kamery czy sonary), motory powodujqce ^ 

jego ruch oraz centralny uldad sterujqcy (zwylde komputer lub siec lcom- 
puterow i specjalnych procesorow). To definicja bardzo ogolna i w tym 
sensie nawet wspolczesny samochod jest robotem, choc nie autonomicz- 
nym. Robot humanoidalny to, najkrocej mowiqc, taki, lctoryma budow§ 
czlowielca, a wi§c glow§ i r§ce, tulowi czasem (choc nie zawsze) nogi. 

Moze bye autonomiezny lub sterowany zdalnie, programowany albo 
uczqcy si§ i wylcorzystujqcy sztucznq inteligencj^. Nas interesuje robot 
autonomiezny i uczqcy si§. Robot androidalny (ang. android) to robot, 
lctory stara si§ nasladowac wiernie czlowielca; j ego glowa polcryta j est 
latelcsowq maslcq podobnq do slcory, ma wlosy i realistyezne dlonie oraz 
proporeje ciala podobne lub tozsame z czlowiekiem. Animatronilca to 
dzialalnosc techniczna polegajqca na budowie „instalacji” z robotami. 
Obecnie to bardzo popularna sfera, w zwiqzku ze swi^tem Halloween, tar- 
gami, zjazdami itd. Powstajq roboty androidalne, humanoidy i inne, 
a talcze zintegrowane urzqdzenia techniczne typowe dla szeroko poj^tych 
technologii robotycznych. Urzqdzenia te obslugujq swiatla, dzwi^lc, 
dzwigi, animaeje calej sceny itp. Animatronilca nie istnieje na razie jalco 
dzialalnosc naulcowa, nie ma - o ile wiem - na swiecie uczelni, na lctorej 
wyldadano by przedmiot „ animatronilca” czy „teatr robotow” Nielctore 
uczelnie, chociazby Portland State University, na lctorym pracuj^, zaezy- 
najq uezye o robotach humanoidalnych, ale raezej w aspelccie technicz- 
nym niz teatralnym. Animatronilca jest obecnie domenq hobbystow 
i inzynierow pracujqcych dla Disneya lub podobnych firm. Jest to jednalc 
cz^sto wiedza „tajemna” gdyz firmy nie chcq si§ dzielic swq wiedzq 
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techniczn^. Nalezy tez podlcreslic, ze technologia 
„3D Printing" umozliwia mechanicznq lconstrulccji 
bardzo wymyslnych robotow i kiedy potanieje, 
przyczyni si§ powaznie do rozwoju robotow 
humanoidalnych, a w tym teatru robotow. 

L. K.: Co dzis potrafiq roboty czlelcopodobne? 

M. P.: Wzi^te indywidualnie - potrafiq bardzo wiele, ale 
nie istnieje na swiecie robot, lctory umialby wszystlco 
naraz. Ale to wynilca z niedoslconalosci technologii 

i niewystarczajqcych srodlcow. A wi^c: roboty huma- 



noidalne potrafiq chodzic, skakac, tariczyc, jezdzic na 
rowerze, manipulowac przedmiotami, grac w ping- 
-ponga, grac na instrumentach, spiewac, mowic, dys- 
lcutowac na najrozmaitsze tematy, rozwiqzywac 
zagadki i imitowac ludzkie emocje. Jest coraz wi^cej 
czynnosci - wydawalo si§ do niedawna czysto ludz- 
kich - lctore obecnie nasladujq. Powtarzam, jest to jed- 
nalc nasladowanie, bo robot nie odczuwa jalc my i nie 
mysli jalc my. Bye moze nie jest to jednalc az talc wazne, 
jesli chodzi nam tyllco o teatralny efelct. W bardzo 
malym procencie roboty humanoidalne budowane sq 
na potrzeby teatru czy reldamy. Glownie powstajq jalco 
„roboty socjalne” (do opielci nad osobami starszymi, 
dzieemi, lcalelcami), jalco zabawlci czy na potrzeby 
badaii naulcowych. Wiele urzqdzeri tego typu budujq 
hobbysci, lctorzy sq jednalc czasem na poziomie naj- 
lepszych specjalistoww tej dziedzinie, jesli chodzi 
o aspelcty lconstrulccji mechanicznych. Nie sq oni jed- 
nalc w stanie tworzyc oprogramowania dla robotow 
autonomicznych. Uczelnie zajmujq si§ glownie two- 
rzeniem teorii potrzebnych do programowania robo¬ 
tow. Na przyldad nasz zespol pracuje nad teoriq 
maszynowego uezenia, czyli jalc lcomputer moze 
si§ sam uezye na przylcladach polcazywanych przez 
czlowielca-nauczyciela lub generowanych przez 
samego robota. 

o 

OL 
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L. K.: Do jalcich celowmozemy wylcorzystac roboty 
humanoidalne? 

M. P.: Istniejq roboty do uezenia i egzaminowania stu- 
dentow medycyny, na przyldad androidalny robot- 
-matlca rodzqca androidalne dzieclco. Roboty oprowa- 
dzajq po muzeach i wyst^pujq jalco alctorzy w muzeach 
(przyldadem moze bye instalacja w Korei, gdzie prze- 
lcazuj^ wiedz§ o osiqgni^ciach tego lcraju w zalcresie 
drulcu w sredniowieczu, przed wynalazkiem Guten- 
berga). Od olcolo 13 lat obserwujemy zalew zabawlco- 
wych androidow i humanoidow. Na ulicach widzi si§ 
dzieci i osoby starsze z takimi zabawlcami, udajqcymi 
na przyldad psy. Jednalc docelowo najwi^lcszym spon- 
sorem badaii w tym zalcresie b^dzie (i jest) wojslco. 
Jednalcze nie jest pewne, jaki procent robotow-zolnie- 
rzy b^dzie humanoidami - chyba niewielki. Obecnie 
roboty wojslcowe (animaloidalne?) to raezej zwierz^ta, 
jalc na przyldad slynny mul firmy Boston Dynamics, 
lcupionej ostatnio przez Google. Rynelc robotow 
humanoidalnych b^dzie zapewne zawsze maly w sto- 
sunlcu do innych rynlcow robotycznych, a najbardziej 
obiecujqce jest zastosowanie takich robotow do opieki 
nad osobami starszymi, lcalelcami itd. 

L. K.: Killca lat temu zarazil Pan swoich studentowideq 
budowania robotow-alctorow. Jakie sq wasze osiqgni^- 
cia w tym zalcresie? 

M. P.: Mamy staly post^p, z rolcu na role powstajq nowe 
roboty, a zwlaszcza w softwarze. Kazdy projelct studen- 
cki jest jalcos zwiqzany z teatrem lub robotami muzeal- 
nymi-humanoidami. Caly zespol, a zwlaszcza ja jalco 
profesor, uezymy si§ na wlasnych bl^dach. Moi stu- 
denciwiedzq, ze jest ib^dzie duzo miejscpracypo 
studiach dla inzynierow robotylcow i chcq poznac 
wiele technologii potrzebnych w naszym teatrze robo¬ 
tow, na przyldad rozpoznawania obrazow czy sterowa- 
nia robotem. Mniej interesuje ich aspelct teatralny, 
choc majq duzo zabawy, pracujqc nad projelctami 
robotow-alctorow. Niestety, od wielu lat nie udaje mi 
si§ wci^gnqc w nasz projelct studentow kierunlcow 
artystycznych, bo nie sq oni zainteresowani lub nie 
majq umiej^tnosci w zalcresie lconstrulccji mechanicz¬ 
nych czy programowania. 

L. K.: Panie Profesorze, a co to w ogole jest - teatr 
robotow? 

M. P.: W moim rozumieniu to teatr, w lctorym wyst^pujq 
roboty jalco jedyni alctorzy. Inne zagadnienie to teatr 
ludzi i robotow; istniejq juz takie teatry w Japonii. Ja 
bym wyroznil te dwa typy teatru, ale nie proponuji 
nazw, bo to zadanie dla teoretylcow teatru, takich jalc 
profesor Jurlcowski. 

L. K.: Czy wierzy Pan, ze roboty rzeczywiscie mogq 
zastqpic alctorow - w talc niezwyldym miejscu, 
jakimjest teatr? 

M. P.: Nie, roboty nie mog^ zastqpic ludzi, nawet gdyby 
byly bardziej inteligentne (co nastqpi), bardziej 
sprawne (co juz nastqpilo) czy bardziej teatralne 
(robot moze odlcr^cic swq glow§ i mowic do niej), bo 
nas, ludzi, interesujq nasze emocje i nasze odczucia. 
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Roboty b^dqjednalc coraz cz^sciej goscicwteatrze, bo 
b^dq coraz bardziej cz^sciq naszego zycia. Powstanq 
rowniez teatry robotow, ale b^dq one tylko cz^sciq 
„zjawislca teatru” podobnie jalc teatr lallcowy czy opera 
sq tylko cz^sciq, dyscyplinqjednej sztuki. Technologia 
robotowa stanie si§ natomiast integralnq cz^sciq tea- 
tru lallcowego. Technologie robotowe (choc nie teatr 
robotow) b^dq bardzo popularne w takich urzqdze- 
niach, jalc Microsoft Kinect, Google Glass iwiele 
innych w technice Virtual Reality. Trudno przewi- 
dziec, czy Virtual Reality lub „robot theatre" zwyci^zq 
w tym lconlcursie technologii. Na lcrotszq met§ na 
pewno Virtual Reality, ze wzgl^du na nizszq cen§, na 
dluzszq met£ te technologie b^dq jalcos Iqczone. 

L. K.: Co potrafiq roboty-aktorzy? 

M. P.: Nalezy odroznic: roboty reldamowe firm Honda 
czy Fujitsu, roboty teatralne, talciejalcRoboSapiens, 
elcsperymentalne budowane na potrzeby filmu, elcs- 
perymentalne budowane wfirmach i na uniwersyte- 
tach. Pierwsze z wymienionych sq zaprogramowane 
do pewnych czynnosci, nie uczq si§ i nie sq autono- 
miczne. Sq bardzo drogie. Roboty typu RoboThespian 
sq programowane i nie pozwalajq na interakcje z czlo- 
wielciem. Sq tarlsze, ale ciqgle zbyt drogie, by zdomi- 
nowac teatry uniwersyteclcie czy szkolne lub sluzyc 
jalco gosposie, opiekunki w naszych domach. Elcspe- 
rymentalne roboty budowane na potrzeby filmu to 

w gruncie rzeczy animatronika. Talci robot jest doslco- 
naly mechanicznie, ale nie ma sensorow ani inteli- 
gencji, jest sterowany przez zespol animatorow z joy- 
stickami lub podobnymi urzqdzeniami. Roboty 
nast^pnej generacji, elcsperymentalne, potrafiq wszy- 
stlco to, co humanoidalne, i znacznie wi^cej, ale nie sq 
niezawodne, nie sq zintegrowane i nie sq na razie 
gotowe do przelcazania ich teatrom. Co najwazniejsze, 
pozwalajq one na teatr interalccyjny, improwizacyjny, 
elcsperymentalny. 

L. K.: Czy mozna je talc uczlowieczyc, by wyrazaly emo- 
cje i, co wazne, wywolywaly u widza emocje? Wszalc 
nie ma teatru bez emocji... 

M. P.: Zdolny animator teatru lalelc umie uczlowieczyc 
marionetlc^, a animator robota dinozaura u Disneya 
umie „uczlowieczyc” go przy pomocy zdalnego stero- 
wania. Problem tylko, czy chcemy teatru, lctorym ste- 
ruje czlowielc artysta, czy teatru robotow autonomicz- 
nych. Technologia zdalnego sterowania i auto- 
nomiczna b^dq oczywiscie Iqczone. Istnieje juz wiele 
robotow, lctore uczq si§ emocji czlowielca i reagujq 
swoimi gestami (na przylclad usmiechem czy gryma- 
sem niezadowolenia) na emocje czlowielca wyrazane 
jego glosem czy wyrazem twarzy. Nad tym pracuje moj 
zespol. O ile wiem, tego typuprace nie znalazlyjalcna 
razie dojscia do prawdziwych teatrow, odbywajq si§ 
jedynie nieregularne polcazy na lconferencjach naulco- 
wych. Z tego typu prac lcorzystaj^ coraz bardziej pro- 
ducenci zabawelc. Nie ma jednalcwielu naulcowcow 
pracujqcych lconcepcyjnie nad tym, jalc wylcorzystac 
roboty emocjonalne w teatrze. 



L. K.: Zdolnosc do dzialari robotow-alctorowmozemy 
sobie wyobrazic, ale co na przylclad z mowq? Jalc ten 
problem rozwiqzac? 

M. P.: Mowa nie jest problemem. Mozna nagrac glos 
czlowielca i potem zsynchronizowac go z alccjami 
robota, na przyldad gestami powitania czy radosci, 
mozna slcorzystac z syntetyzatorow mowy, mozna 
Iqczyc rozne technologie. Sq na to rozne przemyslne 
sposoby, lctore dajq wmiar^ naturalny efelct. Telcst 
generowany przez inteligentne systemy lconwersa- 
cyjne jest przetwarzany na glos robota. Dzi^lci cyfro- 
wemu przetwarzaniu sygnalowmozemy stworzyc 
glos, lctory nie przypomina glosu czlowielca nagrywa- 
jqcego telcst i mozemy zmieniac telcst, wylcorzystujqc 
jedynie zmienione fonemy oryginalnego glosu. 

L. K.: Jalc dalelco w tworzeniu robotow homoidalnych 
moze isc innowacyjna technologia? Jalcie sq 

jej ograniczenia? 

M. P.: Nie ma dla technologii ograniczen innych niz 
lcoszt jej produlccji i rynelc, lctory jej potrzebuje. Wiele 
technologii lcomputerowych, obecnie popularnych, 
bylo znanych j aides 20 lat temu, ale byly zbyt drogie 
lub zbyt zawodne, aby stac si§ popularnymi produlc- 
tami. W przypadlcu teatru robotow lcorzysta on i b^dzie 
coraz bardziej lcorzystal z nowych technologii lcompu- 
terowych, internetowych, gier czy urzqdzen sporto- 
wych na przylclad takich, jakie znane sq z silowni. 
Kazda nowa technologia b^dzie wylcorzystana do roz- 
rywki, kiedy stanie si§ wystarczajqco tania. Dotyczyc 


ANDROIDY, ROBOTY, TEATR MECHANICZNY 


PSU Wiking | PSU Viking 
Arch. 









Koreanski muzyk \ Korean Musician ^9 TEATR LALEK NR 3-4 (117-118) 2014 


14 


Politechnice Warszawskiej w rolcu 1979 marzylem 
o budowie robotow humanoidalnych dla teatru, 
co wtedy bylo filccjq. Dopiero technologia lat 90. 
pozwolila mi na serio zajqc si§ marzeniem 
mojej mlodosci. 


to b^dzie nawet lcomputerow kwantowych, ale to bye 
moze lcwestia killcuset lat. 

L. K.: Czy stosowanie robotow wteatrze robotow jest 
dla Pana wylqcznie procesem technologicznym 
(pokazaniem ich mozliwosci technicznych), czy moze 
chodzi tez o stworzenie calkiem nowego j^zylca sce- 
nieznej wypowiedzi? 

M. P.: Moja praca na co dzieri to tworzenie technologii 
dla tzw. social robot, lctory komunikuje si§ z czlowie- 
kiem czy oprowadza po muzeum. Moje marzenie i cel 
to teatr robotow jalco nowy srodelc artystyeznej wypo¬ 
wiedzi. Moj „teatr robotow" - w sensie fizycznych 
urzqdzen - b§d§ chcial przekazac kiedys jakiejs gru- 
pie, lctora jednej strony b^dzie miala wiedz§ tech- 
nieznq pozwalajqcq na kontynuacj^ prac, a z drugiej 
- marzenie i talent potrzebny do tworzenia 
nowych form sztuki. 

L. K.: A wi§c, w Pana opinii, teatr robotow moze 
stac si§ czyms wi^cej niz technologicznq, innowacyjnq 
ciekawostlcq? 

M. P.: Nie ulega dla mnie wqtpliwosci, ze teatr robotow 
moze stac si§ nowq formq elcspresji, si^gajqcq do naj- 
dawniejszyeh i najszlachetniejszych form teatru 
z przeszlosci. Jego lcoszty tez b^dq na tyle niskie, ze 
teatry takie b^dq powstawac jalco nowa forma sztuki; 
podobnie do kina, lctore jeszcze wXIX wielcu bylo tyllco 
technicznq nowinlcq. 

L. K.: Wierzy Pan w przyszlosc takiego teatru? 

M. P.: Teatr robotow b^dzie cielcawostlcq Disneylandu 
i wielu muzeow, uniwersytetow etc. B^dzie miejscem 
elcsperymentowania ze wszelkimi nowymi technolo- 
giami. B^dzie tych teatrow znaeznie wi^cej, niz jest ich 
obecnie, a technologia b^dzie uzywana w robotach 
domowych czy szkolnych, zabawlcach i instalacjach 
artystycznych. Nie zastqpi teatru ludzi zywych, ale 
wywrze wielki wplyw na technologie teatru lalelc. 

W przyszlosci nie do pomyslenia b^dzie teatr lalelc bez 
tych robotycznych technologii. Teatr robotow b^dzie 
tez w jalcis sposob polqczony z Virtual Reality, lctory juz 
w najblizszych latach umozliwi immersje widza w nie- 
realne swiaty tworzone przez bezposredni dost^p do 
jego zmyslow. Zostanie tez wylcorzystana technologia 
Brain Computer Interface, gdzie b^dziemy sterowac 
ruchem i zachowaniem robotow po prostu naszq 
myslq. Te technologie juz istniejq i sq wylcorzystywane 
w grach i technice wojslcowej, a wi^c jest to lcwestia 
killcu lat i doczelcamy si§ ich na rynlcu. 

L. K.: Tworzenie nowatorslciego j^zylca teatralnej elcs- 
presji - to pi^lcna wizja. Slcqd w ogole u Pana to zainte- 
resowanie teatrem? 

M. P.: To pytanie jest najlatwiejsze. Moja matlca, Hanna 
Zielinslca, byla aktorlcq dramatyeznq, a moj tesc to Jan 
Willcowslci. Moj syn Mateusz tlumaczyl sztulc^ Jana 
Willcowslciego wystawianq w teatrze w stanie Oregon, 
gdzie mieszlcam. Moja zona, Kaja, byla tlumaczlcq ojea, 
Jana Willcowslciego, gdy rezyserowal wUSA. Od dzie- 
clca pasjonowalem si§ teatrem, a zwlaszcza teatrem 
lalelc, i juz na studiach elelctronicznych na 

o 
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Marek Andrzej Perkowski, profesor Inzynierii Elekcrycznej 
i Komputerowej Uniwersytetu Scanowego w Portland 
(Oregon). Absolwent Politechniki Warszawskiej, doktor 
w Instytucie Automatyki na Wydziale Elektroniki. W1981 r. 
wyemigrowal do Stanow Zjednoczonych; od 1983 roku 
mieszka w Portland. Od 1989 roku jego praca na Uniwersytecie 
Stanowym w Portland koncentruje si£ na syntezie ukladow 
kwantowych oraz projektowaniu i programowaniu inteligen- 
tnych robotow humanoidalnych. Kilka lat temu prof. Perkow¬ 
ski i jego studenci zaangazowali si£ w pionierski projekt 
konstruowania robotow-aktorow. 
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The Androids, Robots and Mechanical theatre 




v Lucyna Kozieii: Let us start from the basics, Professor, because the disci- 

^ n pline I would like us to talk about is totally alien to us, the theatre people. 

2 v What exactly are humanoid robots? 

* < Marek Perkowski: A robot is any machine that is equipped with sensors 

v £ (for instance cameras or sonars), motors that set the robot in motion, and 

* f; a central guidance system which is usually a computer or a network 

^ i of computers and special processors. This is a very general definition, and 

- in this sense even a modern car is a robot, although not an autonomous 

uo one. A humanoid robot, generally speaking, is one that has the human 

- body structure, that is a head and hands, a torso, and sometimes, not 

*- always, legs. It may be autonomous or remotely-controlled; programmed 

or learning and using Artificial Intelligence. We are interested in a robot 
that is autonomous and learning. An android is a robot that attempts to 
closely imitate a human being; its head is covered with a latex mask that 
resembles human skin, it's got hair and realistic hands, and the propor¬ 
tions of its body are similar or in fact identical with the human body. Ani- 
matronics is a technical endeavour centred on the construction of "instal¬ 
lations" with robots. It is very popular today, especially at Halloween 
festivals, various fairs, conferences etc. Androids, humanoid robots and 
other robots are being constructed, there is also much research as well on 
integrated technical devices typical to the, broadly speaking, robotic 
technologies. These devices control the lighting, sound, cranes, 
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the overall stage animation and so on. Animatronics 
is not a scientific discipline yet; as far as I know, there 
is no university in the world that would teach courses 
in "animatronics" or "cyber theatre" Some universi¬ 
ties, for instance Portland State University where 
I work, have begun to teach about humanoid robots, 
but more in a technical than a theatrical aspect. Cur¬ 
rently animatronics is the domain of hobbyists and 
engineers working for Disney and similar firms. This 
is often "arcane science" though, because such firms 
don't want to share their technical knowledge. Also, it 
must be emphasised that the "3D Printing" technol¬ 
ogy enables the mechanical construction of very so¬ 
phisticated robots, so when it gets cheaper, it will sub¬ 
stantially contribute to the development of humanoid 
robots, including robots for the theatre. 

L. K.: What can humanoid robots do today? 

M. P.: Individually speaking - a very great lot; but no 
single robot in the world is able do everything that 
robots can do, due to technological shortcomings and 
the insufficiency of means. So: humanoid robots can 
walk, jump, dance, ride a bike, manipulate objects, 
play ping-pong, play musical instruments, sing, 
speak, discuss various topics, answer riddles and imi¬ 
tate human emotions. There are more and more 
actions which until very recently seemed purely 
human ones, and which the robots can now imitate. 

I repeat: imitate; this is only imitation, because 
a robot does not feel and does not think like we do. 

This may not be very important, though, if what we 
want to achieve is a theatrical effect. Only a very small 
percentage of humanoid robots is constructed specif¬ 
ically for theatre or the advertising industry. They are 
usually constructed as "social robots" (to care for the 
elderly, the disabled or children), as toys or for 
research purposes. Many robots of this type are con¬ 
structed by hobbyists, some of whom are on a par 
with the best specialists when it comes to various 
aspects of mechanical construction. They are not able 
to create software for autonomous robots, however. 
Theories needed for programming robots are devel¬ 
oped mainly at universities. Our team, for instance, is 
working on the theory of machine learning, that is on 
how a computer may learn on examples demon¬ 
strated by a human teacher or generated by the 
robot itself. 

L. K.: To what ends can humanoid robots be used? 

M. P.: There are robots for teaching students of medicine 
and for medical exams, for example an android 
mother giving birth to an android baby. Robots are 
guides and educators in museums; in Korea, for exam¬ 
ple, there is an installation where robots teach about 
the invention of printing in medieval Korea, before 
Gutenberg. For about thirteen years we have seen 

a boom in toy androids and humanoids. Kids and old 
people are seen in the streets with such toys, for 
instance ones imitating dogs. But in the end, the great¬ 
est sponsor will be - already is - the military. 



Of course, it is not clear what percentage of robot sol¬ 
diers is intended to be humanoid, probably not a large 
one. Currently the military robots are animal-shaped; 
one of them is the famous mule made by Boston 
Dynamics, a company recently bought by Google. The 
market for humanoid robots will probably always be 
small in comparison to the other robotic markets, and 
the most promising use for such robots is in caring for 
the elderly, the disabled etc. 

L. K.: A few years ago you inspired your students with 
your idea for constructing robot-actors. What are the 
achievements of your team? 

M. P.: We are progressing steadily, year by year con¬ 
structing new robots and above all developing new 
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software. Each student project is in some way linked 
with theatre or with humanoid robots for museum 
use. The entire team are learning a lot from their own 
mistakes, I, as their professor, perhaps the most. My 
students are aware that there is, and will be after they 
graduate, a large work market for robotic engineers, 
so they want to get acquainted with technologies 
needed in our Cyber Theatre, for instance image rec¬ 
ognition or robot control. They are less interested in 
the theatrical aspect, although they have a lot of fun 
working on the designs for actor-robots. I have been 
trying to include art students into our project for 
years, but unfortunately without success, because 
they seem to have no skills for, or no interest in, 
mechanical construction or programming. 

L. K.: Professor, what, essentially, is robot theatre? 

M. P.: In my view it is theatre in which only robots per¬ 
form as actors. The human and robot theatre is a dif¬ 
ferent issue; such theatres already exist in fapan. 

I would make a distinction between these two types 
of theatre, but I am not proposing any terminology, 
because this is a task for the theoreticians of theatre, 
such as Professor Jurkowski. 

L. K.: Do you believe that robots can replace human 
actors in such an extraordinary place as the theatre? 

M. P.: No, robots cannot replace humans, even if they 
were more intelligent than them (which they will be), 
more agile (which they already are) and more theat¬ 
rically effective (a robot can unscrew its head and 
speak to it, for instance), because we people are 
interested in our emotions and our thoughts. But yes, 
robots will be increasingly often seen in theatre, 
because they will be an increasingly larger part of our 
lives. Robot theatres will be established, too, but they 
will be only a part of the "phenomenon of the theatre” 
just as puppet theatre or opera are just sections, disci¬ 
plines within one art. On the other hand, robotic 
technology will become an integral component 

of puppet theatre. Robotic technologies (although not 
robot theatre) will be extremely popular in such 
devices as Microsoft Kinect, Google Glass and many 
other virtual reality devices. It is hard to predict 
whether Virtual Reality or "robot theatre” will be the 
winner in this contest of technologies. In the short 
run it is certainly going to be Virtual Reality due to its 
lower price; in the long run, these technologies will be 
combined in some way. 

L. K.: What can robot-actors do? 

M. P.: We have to differentiate between robots for adver¬ 
tising made by Honda or Fujitsu, theatrical robots, 
such as RoboSapiens, experimental robots built for 
the film industry, and experimental robots built by 
various companies and at universities. Robots for 
advertising like Asimo are programmed to perform 
certain actions; they do not learn and are not autono¬ 
mous. They are also very expensive. Robots such as 
RoboThespian are programmed and do not allow for 
interactions with human beings. They are cheaper, but 


still too expensive to take over university theatres or 
school theatres, or be used as domestic helpers or 
child minders in our houses. Experimental robots 
built for films are, in essence, animatronics; such 
a robot is mechanically perfect, but it has no sensors 
or intelligence, it is guided by a team of animators 
equipped with joysticks or similar devices. Robots 
of the next generation, experimental ones, can do eve¬ 
rything humanoid robots are able to do, and more, but 
they are not fail-safe, not integrated, and, for the time 
being, not ready to be used in theatres. But most 
importantly, these robots will permit theatre to be 
interactive, improvisational, experimental. 

L. K.: Can they be made so human-lilce that they express 
emotions and - more importantly - arouse emotions 
in the audience? After all, theatre without emotions is 
not theatre... 

M. P.: In a puppet theatre, a talented animator can make 
a puppet human-lilce; at Disney's, an animator 

of a robotic dinosaur can "humanise” that robot by 
means of remote control. The only issue is whether we 
want theatre where the human artist is the controlling 
agent, or theatre of autonomous robots. Remote con¬ 
trol and autonomous technologies will be combined, 
of course. There already exist many robots that learn 
the human emotions and react, for example with 
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a smile or a grimace of displeasure, to emotions 
expressed by a living person vocally 
or by a facial expression. This is what my team is work¬ 
ing on. As far as I know, however, these inventions 
have not been applied in real theatres yet, but only 
occasionally shown at specialist conferences. Toy pro¬ 
ducers are making an increasing use of these achieve¬ 
ments. But few scientists are interested in conceptual 
work on the application of emotional robots in theatre. 

L. K.: The capability of a robot-actors for motion, for act¬ 
ing, is conceivable, but what about speech? Howto 
solve this problem? 

M. P.: Speech is not a problem. A human voice can be 
recorded and then synchronized with the robot's 
actions, for instance gestures of greeting or joy. It is 
possible to use speech synthesizers or combine vari¬ 
ous technologies. There are many ingenious methods 
that yield a relatively natural result. A text generated 
by an intelligent conversation system is converted 
into the robot's voice. Thanks to digital signal conver¬ 
sion we can produce a voice that would not resemble 
the voice of the person who recorded the text, and we 
can change the text by making use of just the pho¬ 
nemes of the original voice. 

L. K.: How far can an innovative technology go in the 
production of humanoid robots? What are its 
limitations? 

M. P.: A technology has no limitations other than pro¬ 
duction costs and the market that has the need for this 
technology. Many of the now standard computer 
technologies were known twenty years ago, but were 
too expensive or too unreliable to become popular 
products. In the case of robot theatre, it uses new 
computer and internet technologies, games and sport 
devices such as we know from the gyms, and will be 
using them to an increasing extent in the future. Each 
new technology will be used for entertainment as 
soon as it becomes cheap enough. This applies even 
to quantum computers, although in their case the 
process may take a few centuries. 

L. K.: What does the use of robots in robot theatre mean 
to you: just a technological process meant to show 
their capabilities, or perhaps the invention of an 
entirely new language of theatrical expression? 

M. P.: My everyday work involves the development 
of technologies for the so-called "social robot',' one 
that communicates with a human being or is 

a museum guide. My dream and target is to turn robot 
theatre into a new means of artistic expression. I will at 
some point want to pass on my "robot theatre" - 
I mean the actual robots - to some group which, on the 
one hand, will have technological knowledge to con¬ 
tinue my work, and on the other will have imagination 
and talent enough to develop new forms of art. 

L.K.: So in your opinion robot theatre may become 
something more than just an innovative technological 
curiosity? 


M.P.: I am absolutely convinced that robot theatre has 
the potential to be a form of expression that is new, yet 
reaches back to the oldest and most noble theatrical 
forms of the past. The costs, too, will become low 
enough for such theatres to emerge as a new form 
of art, just as it happened with cinema, which 
in the 19th century was no more than 
a technological novelty. 

L. K.: Do you believe that this theatre has a future? 

M. P.: Robot theatre will be an attraction at Disneyland 
and many museums, universities etc. It will be a locus 
for experimentation with all now technologies. 

In the future, there will be far more of those theatres 
than today, and the robot theatre technology will 
be applied in domestic or school robots, toys and art 
installations. Robot theatre will not replace the living- 
actor theatre, but will greatly influence technologies 
of the puppet theatre. In the future, puppet theatre 
without robotic technologies will be unthinkable. 

Also, robot theatre will be somehow combined 
with Virtual Reality, which in the very near future is 
going to enable the viewers to immerse in unreal uni¬ 
verses created by direct access to their senses. 

Another technology to be used will be the Brain 
Computer interface, whereby we shall control 
the movement and behaviour of robots simply with our 
thoughts. These technologies are already in existence, 
they are used in gaming and military technology, so in 
a few years we shall see them in the market. 

L. K.: To create a novel language of theatrical expres¬ 
sion is a beautiful idea. How did you come to be inter¬ 
ested in theatre in the first place? 

M. P.: This is actually the easiest question. My Mother 
Hanna Zielihska was a theatre actress, and my father- 
in-law was Jan Wilkowski. My son Mateusz translated 
Jan Willcowski's play which was then staged in a thea¬ 
tre in Oregon, where I live. My wife Kaja used to be 
Willcowski's interpreter when he was working as 

a director in the USA. From childhood I have been 
fascinated with theatre, especially puppet theatre, 
and I was dreaming of constructing humanoid 
robots for theatre while still a student of electronics 
at the Warsaw University of Technology; it was 1979, 
this was science fiction then. Only the technology 
of the 1990s allowed me to start serious work 
on my childhood dream. 

Marek Andrzej Perkowski, Professor of Electrical and Com¬ 
puter Engineering at Portland State University (OR). Graduat¬ 
ed from the Warsaw University of Technology Ph.D. at the In¬ 
stitute of Automatic Control of the Department of Electronics. 
Emigrated to the USA in 1981; in Portland since 1983. Since 1989 
his work at Portland State University focuses on the synthesis 
of quantum systems and design and programming of intelli¬ 
gent humanoid robots. A few years ago Prof. Perkowski and his 
students engaged in a pioneering project: the construction 
of robot-actors. 
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W czerwcowe Swi^to Dzi^kczynienia w warszawskiej Swiqtyni 
Opatrznosci Bozej otwarto „Ruchomy teatr XXI wielcu dla 
dzieci. 24 sceny historyczne" Wobec natlolcu zdarzen 
umlcn^lo to powszechnej uwadze. Jednalc falct ten wydaje si§ 
godny odnotowania, jest bowiem przywolaniem pewnej zamierzchlej tra- 
dycji, talc jak sama budowa Swiqtyni Opatrznosci Bozej jest spelnieniem 
obietnic osiemnastowiecznych i prob^ domlcni^cia historii, wpisania 
naszego dzis wminione wczoraj, a nawet wzamierzchle onegdaj. To pro- 
ba wytlumaczenia nam, ze ulcsztaltowaly nas okreslone zdarzenia, ze 
jestesmy zakorzenieni i mamy swoje miejsce. Najbardziej wlasciwe dla 
naszego rozwoju i najbardziej mu sprzyjajqce. 

«' Talcie konstatacje, talcie proby wpisania naszej codziennosci i powsze- 
dniosciw plan bozej opatrznosci, uswiadomienia nam, ze jestesmy nie 
tyllco bozymi slugami, ale tez i dziecmi. Ze nasze tu i teraz to fragment 
szerszego przedsi^wzi^cia, a wi^c lekarstwo na wszellcie bole i niedogod- 
nosci istnienia. Talcim powtornym przezyciem mitu, kolejnym odczyta- 
niem symbolu, utwierdzeniem si§ w prawdzie, ze Bog urodzil si§ wlasnie 
dla nas - jest szoplca. 

^[Za tworc^, „autora” szopelc, uchodzi swi^ty Franciszek, lctory mial stwo- 
rzyc pierwszq w 1223 rolcu w miejscowosci Greccio we Wloszech. Mozna je 
podzielic na dwie grupy widowislc: pierwsze, lciedy szoplca przychodzi do 
widza; drugie zas, lciedy widz musi si§ pofatygowac do szoplci. Do pierw- 
szej nalezq grupy lcol^dnilcoww^drujqcych od drzwi do drzwi. Do drugiej 
mozna zaliczyc przylcoscielne instalacje z zywymi zwierz^tami lub, row- 
niez instalowane przy swiqtyniach, teatry mechaniczne. Do talcich nalezy 
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mi^dzy innymi liczqca 250 figur ruchoma szoplca 
w Czermnej (Kudowa-Zdroj) autorstwa Frantislca Ste- 
pana. Wykonanie jej zaj^lo lat dwadziescia. lest to 
teatr mechaniczny z nap^dem (od pewnego czasu) 
elektrycznym. Szczegolnie zasluzeni w tworzeniu 
takich szopelc sq lcultywujqcy tradycj^ franciszkanskq 
Bracia Mniejsi Kapucyni. Ich dziela mozna oglqdac 
w krakowskiej swiqtyni przy ulicy Loretanskiej 11 bqdz 
wWarszawie przy Miodowej 13. Do tej ostatniej cho- 
dzilem jalco dzieclco (jestem rowiesnikiem tej insceni- 
zacji), prowadzilem swego syna, a i dzis jq nawie- 
dzam, aby zobaczyc, co nowego. 

Co moze bye nowego w pokazywaniu wydarzenia 
sprzed dwoch tysi^cy lat? Ano, ciqg dalszy. Wlcapu- 
cyiiskiej szopce przesuwajq si§ i husarze z wiederi- 
skiej wilctorii, i brat Albert; i Lech Walesa. Nie tyllco 
Trzej M^drcy, ale i cala nasza terazniejszosc ldania 
si§ u zloblca. Pami^tam, jakwlatach 80. na pojezdzie 
wiozqcym ludzi pracy pojawil si§ czerwony napis 
na bialym tie pisany tzw. gdanslcq kursywq: solidar- 
nosc. W stanie wojennym to byla demonstraeja poli- 
tyezna. Szoplca zawsze byla otwarta na aktualnosc 
i lasa na nowosci. 

^[Do szoplcowej tradycji nawiqzuje ;; Ruchomy teatr XXI 
wielcu dla dzieci. 24 sceny historyezne" wpodzie- 
miach Swiqtyni Opatrznosci Bozej. Tyle ze ma on cha- 
ralcter nie olcolobozonarodzeniowy ; lecz ealoroezny. 
Wchodzi si§ don przez czarne drzwi i czerri jest domi- 
nujqcym kolorem wn^trz. Czarna jest mi^ldca wylcla- 
dzina podlogi pozwalajqca dzieciom zasiadac bez 
krzesel i balaganu przy zajmowaniu miejsc - swobod- 
nie i wygodnie. Czarne sq lcurtyny dzielqce przestrzen 
na trzy kolejne selctory. Wizyta w , ; Ruchomym teatrze 
XXI wielcu" to talcze podroz, rytual przejsc, z jednego 
selctora do drugiego, gdzie zasiadamy bogatsi o naulci 
z poprzedniego i blizsi rozumieniu otaczajqcego nas 
swiata. Taka podroz z czerni do swiatla przypomina 
rytualy wtajemniczerl z iniejaeji masorlslcich. Czerri ; 
na lconiec ; pozwala slcupic si§ na oswietlonych „sce- 
nach" wewnqtrz (tez czarnych) walcow. Jacelc Kurori 
(jeszcze nie jalco politylc, ale jalco dzialacz harcerslci) 
wlcsiqzce IJwaga zespol! doradzal, zeby zbiorlci 
zast^pu robic jezeli nie przy ognislcu, to przynajmniej 
przy zapalonej swieczce. Owe walce (o trzymetrowej 
srednicy) podzielone zostaly wewnqtrz na osiem 
wycinlcow. Sceny w tych wycinlcach mozemy obserwo- 
wac przez wyci^te w walcu ;; olcno" - jakies 1,5 metra od 
podlogi i o; 5 od sufitu. Dolna cz^sc jest leldco podnie- 
siona (trzeba pami^tac, ze dzieci oglqdajq to z zabiej 
perspelctywy); zas gorna leldco opuszczona - ealose 
stwarza wrazenie zbieznej perspelctywy. „ 01 cna" sq 
oddzielone od dzieci^cej publicznosci sznurem na 
dwu wspornilcach; talc jalc to bywa z zabezpieczeniem 
drogocennych obrazowwmuzeach. Nad olcnem 
napis: , ; Ruchomy teatr XXI wielcu dla dzieci" obolc: 

;;24 sceny historyezne" ponizej wymalowane 
tryby majqce symbolizowac mechanizm historii. 
(Swojq drogq cielcawe, jalc dzieci odbierajq ten 



dziewi^tnastowieezny symbol. No ; ale jalc tu wymalo- 
wac podzespoly elelctroniczne mechanizmow histo¬ 
rii). Wewnqtrz walcow lalki poruszane 45 malymi sil- 
niczlcami elelctrycznymi. Jest ich (wedle projelctu 
Milcolaja Maleszy) 200, a wykonanie ich zaj^lo pra- 
cowniom Teatru Baj Pomorski w Toruniu 4,5 tysiqca 
godzin. Z offu plynie glos lelctora. 

Przyj rzyj my si§, j aka wizj a dziej ow prezentowana j est 
w walcach ;; Ruchomego teatru XXI wielcu" Pierwsza 
scena: stworzenie swiata. W centrum Bog Ojciec 
wpostaci siwowlosego starca, r^ce ma uniesione 
w gescie na poly blogoslawieristwa, na poly dyrygen- 
tury. Nad nim porzqdelclcosmiczny, model planet 
Uldadu Slonecznego; pod nim modelowa rodzina 
z dwojlcq dzieci i pieskiem. Lelctor talclconczy lcomen- 
tarz do tego obrazu: „Bog tworzyl swiat w szesc dni ; 
a siodmego dnia postanowil odpoczqc po trudzie two- 
rzenia i uczynil ten dzieri swi^tym, dlatego zaprosil do 
swego domu wyznawcow, by z nimi swi^towac, a po 
spotlcaniu poszedl do wesolego miasteczlca na lody" 
Miejmy nadziej^, ze mu smalcowaly, bo to przeciez 
fajny facet. Czym si§ mianowicie zajmuje, wyjasnia 
nam druga scena: zajmuje si§ opielcq nad swiatem. 

Zas - jalc dopowiada lelctor - „opielc§ nad swiatem 
nazywamy Boz q Opatrznosci^" 

^[Po cz^sci lcosmogonicznej nast^puje wylclad pradzie- 
jow ojczystych. Pierwsze dwie sceny (3 i 4) lcoscielne. 
Najpierw na tie surowych murow Mieszlco polewany 
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wodq; lelctor lcaze zapami^tac pierwszq dat§ - 966. 

W drugiej na de strzelistego gotyku Jadwiga i Jagiello 
slubujq sobie pod wielkim krucyfilcsem. Rycerstwo 
i dworzanie - przepych i dostojeristwo, sztandary, a na 
nich „obolc Orta znalc Pogoni” Lelctor usluznie podpo- 
wiada: 1386. Scena nast^pna (5) ma charalcter symbo- 
liczny, nie zas - jakpoprzednie - ilustracyjny. Przed- 
stawia polcaznych rozmiarow dyni§ i zerujqce na niej 
robalci - talcie liszki z ludzlcimi twarzami. Lelctor 
uswiadamia nam istot£ ludzlciej natury: „Czlowielcnie 
aniot, ma swoje slabosci i ulega polcusom, lcrzywdzqc 
tym siebie i bliskich. Ale Polska, choc niedoslconala 
i podgryzana przez chciwosc i zle intencje, trwala jalco 
lcraj niezmiennie. Do czasu..." To pierwsza scena 
zalconczona czyms wrodzaju suspensu; pierwsza, 
gdzie wazne jest nast^pstwo zdarzeii, tolcnarracji; 
pierwsze miejsce, gdzie procesy historyczne tlumaczy 
si§ procesami spolecznymi. Trudno jest przelcazac 
dzieciom mysl historylcow szlcoly lcralcowskiej; dlatego 
trzeba im polcazac stol, na lctorym podpisano pierwszy 
rozbior Polski, na nim na rozdartej mapie siedzi 
sm^tny, bialy orzel. W gorze czarne ptaszyslca (podpi- 
sane: Rosja, Austria i Prusy) unoszq resztlci mapy 
(scena 6 ). W tie rz^dy armat polcazujq, ze ugi^to si§ 
przed silq. Lelctor podaje dat§: 1772. Nast^pna scena 
(7) powraca do ilustracyjnosci i to ilustracyjnosci 
z Matejlcowslciej inspiracji: niesiony na ramionach 
lcrol wymachuje alctem Konstytucji 3 Maja. Lelctor 
poucza, ze to pierwsza europejslca lconstytucja i dla¬ 
tego dzieri 3 maja swi^tujemy jalco wolny od pracy - 
i co wazne dla mlodego widza - szlcoly. Kolejna - 
i ostatnia juz w tej selcwencji - scena ma tez charalcter 
ilustracyjny: to moment „Wmurowania lcamienia 
w^gielnego pod budowy Swiqtyni Opatrznosci Bozej 
w 1792 rolcu" Widzimy i lcrola, i poswi^cajqcego pry- 
masa. Lelctor spieszy z lcomentarzem: „Niestety, cz§- 
sto talcbywa, ze to, co sobie zaplanujemy, nie moze si§ 
latwo ziscic. Podobnie bylo z naszq Swiqtyniq, do Pol¬ 
ski wlcroczyla armia rosyjslca i wzniesienie Swiqtyni 
przesun^lo si§ o wiele lat”. 

^[Widz przeszedl pierwszy stopien wtajemniczenia. Wie 
juz, ze znajduje si§ wmiejscu szczegolnym, miejscu, 
gdzie plan boslci Iqczy si§ z losami jego narodu, aspelct 
teologiczny zaz^bia si§ z historycznym. (Za lconsulta- 
cje teologiczne i historyczne odpowiadal lcs. Janusz 
Stanczulc z Muzeum Jana Pawla II i Prymasa Wyszyri- 
slciego, lctore tez przeciez ma siedzib^ w Swiqtyni 
Opatrznosci Bozej). Z nowymi lcompetencjami, 
z powagq, ale i cielcawosciq mozna si§ przemiescic do 
nast^pnego selctora, rowniez i do nast^pnego walca. 
Jest on umieszczony po przeciwleglej stronie na znalc, 
ze zmieniamy optylc^. Teraz widzowie uzbrojeni 
wnowq wiedz^ mog^ zasiadac talc jale na meczu 
pillcarslcim: lcibicowac swoim barwom. 

Pierwsza odslona obejmuje 123 lata rozbiorowi trzy 
powstania oraz wprowadza nowq postac: czerwonego 
smolca. Smolci nie cieszq si§ wsrod dzieci nalezytym 
ponizeniem, wi^c musi to bye dodatlcowo glupi smolc. 


Goni walcem drogowym trojlc^ naszyeh dzielnych 
chlopcow uczestnilcow powstan: lcosciuszkowskiego, 
listopadowego i styezniowego - wiadomo, nie dogoni. 
Scena druga to stop-ldatlca historii: 11.11.1918 - zotnie- 
rze zaborezyeh armii wracajq do domow, gdzie witani 
sq przez st^slcnione rodziny. Ale historia toezy si§ dalej 
(scena 3), od prawej, wschodniej strony zalcrada si§ 
znowu smolc, tym razem grozniejszy. Przeciwlco 
niemu dzielnie stajq nasi z lcomendantem Pilsudslcim 
i lcsi^dzem Slcoruplcq (lcrzyz w jego r^lcu rozswietlony 
jalcna znanym obrazie). Lelctor nas informuje: 
„Legenda glosi, ze to Matlca Boslca stan^la w naszej 
obronie, dlatego Bitw§ Warszawslcq nazywa si§ Cudem 
nad Wislq” I rzeczywiscie w centrum sceny, na gorze, 
Najswi^tsza Maryja Panna w szatach lcrolowej swiata 
poswiadeza swoje bojowe zaslugi. 

^[Dwie lcolejne odslony zamylcajq olcres mi^dzywojen- 
nego dwudziestolecia. Pierwsza dotylca warstwy elco- 
nomieznej: dziob statlcu w centrum to symbol gdyri- 
skiego portu, sztandarowej inwestycji tego olcresu, 
a prawa i lewa strona obwieszone relclamami ulcazy- 
wac majq rozwoj drobnej przedsi^biorczosci. W cen¬ 
trum, z milcrofonem, stoi Mieczyslaw Fogg, symbol 
dolconan w obr^bie lcultury. Druga zas dotyezy lcwestii 
lcoscielnych. Inspirowany przez siostr^ Faustyn^ obraz 
Jezu, ufam Tobie wisi w centrum, w gorze; w dole Boh- 
dan Pniewslci, a za nim model zaprojelctowanej przez 
niego Swiqtyni Opatrznosci Bozej. Lelctor wyjasnia, ze 
II wojna swiatowa „polcrzyzowala plany budowy swiq- 
tyni” Nie wspomina natomiast o tym, ze projelct 
Pniewslciego stal si§ inspiraejq do budowy Palacu 
Kultury i Nauki. 

^[11 wojnie swiatowej poswi^cone sq dwie lcolejne 
sceny. W pierwszej widzimy ruiny, nad lctorymi zawisl 
samolot z czarnymi lcrzyzami na slcrzydlach, drogq 
posrod ruin opuszczajq miasto wyp^dzeni, po prawej 

- w pasialcu z czerwonym winldem - postac w olcula- 
rach: ojeiee Malcsymilian Kolbe. W drugiej mamy 
Powstanie Warszawslcie. Na dole przelcroj ponizej 
poziomu ulicy. W jego centrum owal lcanalu, a wnim 
powstaniec; inny wychynql przed barylcadq z dumnie 
powiewajqcq bialo-czerwonq flagq. Barylcad^ atalcuje 
hitlerowslci czolg, a z bolcu lezy figura Chrystusa dzwi- 
gajqcego lcrzyz sprzed lcosciola Swi^tego Krzyza. 
Komentarz lelctora naswietla sytuacj^ polityeznq 

i bralcpomocy Armii Czerwonej. Kolejny obraz - 
i ostatni juz w tym selctorze - przedstawia losy powo- 
jennych migraeji. W centrum wagon bydl^cy, ulu- 
biony wehilcul wszellcich wysiedleni i deportaeji. Na 
wagonie symbole: religijny - Matlca Boslca i narodowy 

- Orzel Bialy. Pasazerowie wagonu noszq stroje i miej- 
slcie, i wiejslcie na znalc, ze wysiedlenia obj^ly wszyst- 
lcie warstwy ludnosci. Nad nimi czarno-biale 
pocztowlci z widolcami utraconych malych ojczyzn. 
Lelctor puentuje t^ sytuacj^: „Wyrzuceni ze swych 
domow, pod obeym niebem byli zmuszeni zaczynac 
wszystlco od poczqtlcu, zostawiwszy za sobq 

calq przeszlosc" 
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^[Przechodzimy do trzeciego, ostatniego selctora. 

Podzial na trzy selctory odpowiada ldasycznemu 
podzialowi sztuki na trzy akty. Alct trzeci odnosi si§ do 
historii wspolczesnej. To takie wydarzenia, lctorych 
swiadlcami i uczestnikami byli ludzie, z lctorymi 
mozemy si§ lcontalctowac: nasi rowiesnicy, rodzice czy 
dziadkowie. To doswiadczenia najblizsze, obecne 
i lcomentowane wrodzinie. Pierwsze to doswiadczenie 
komunizmu. W gorze dwie czerwone r§ce (wiemy juz 
czyje) dzierzq krzyzaki i animujq marionetki, lctore na 
dole tworzq pochod roznych warstw spolecznych 
i zawodow. Po bolcach sciany pokazujqce alternatyw^ 
zycia w„najbardziej post^powym ustroju swiata": na 
jednej czerwone partyjne sloganyi trzy profile - 
Marks, Engels, Lenin; na drugiej zakratowane wi§- 
zienne okno. Lektor wprowadza nas do nast^pnych 
odslon slowami: „Komunisci chcieli rowniez podpo- 
rzqdkowac sobie Kosciol i uczynic z niego kolejnq 
marionetlc^. Na szcz^scie istnieli ludzie, lctorzy potra- 
fili przeciwstawic si§ zlu i wlac w serca Polalcow 
nadziej^ na popraw^ losu" 

^[Kolejne trzy odslony odnosz^ nas do powojennych 
dziejow Kosciola w Polsce: „Kardynal Stefan Wyszyri- 
ski przygotowuje narod polski do uroczystosci Tysiqc- 
lecia Chrztu Polski" - panneau z ldasztorem jasnogor- 
skim w tie. „Wybor Karola Wojtyly na papieza" 

- radosc w polskich domach. „Homilia na placu Zwy- 
ci^stwa wi979 roku" - z dominujqcym elementem 
Grobu Nieznanego Zolnierza. Te trzy odslony polca- 
zujq, ze to Kosciol byl dominant^ historycznq w cza- 
sach komunizmu. Miliony czlonkow partii zostaly 
uniewaznione slowami: „Nie l^kajcie si§" - rozpocz^lo 
si§ nowe otwarcie. Historia Polski byla w jakiejs mierze 
historic polityczn^, natomiast historia ostatniego pol- 
wiecza ma wymiar teologiczny. Podkresla to kolejna 
odslona poswi^cona dekadzie lat 80. Lektor uswiada- 
mia nas co do istoty przeobrazeri spolecznych: „Kiedy 
polscy robotnicy zalozyli »Solidarnosc«, lctorq mozna 
porownac do bardzo zgranej paczki przyjaciol, poka- 
zali wladzom, ze Polacy potrafiq si§ zjednoczyc" Tez§ 
t£ ilustruje nast^pujqcy obrazelc: szereg ludzi z pod- 
niesionymi r^lcami w gescie tzw. zajqczlca (litery, lctorej 
nie ma w polskim alfabecie) stoi naprzeciw zbrojnych 
w palki i tarcze zomowcow. W centrum kapelan „Soli- 
darnosci" lcsiqdz Jerzy Popieluszko z banerem: „Zlo 
dobrem zwyci^zaj" Komentarz z offu uswiadamia 
nam, ze powstanie „Solidarnosci" stan wojenny 
i m^czerislca smierc lcsi^dza Jerzego to falcty natury 
bardziej religijnej niz polityczno-spolecznej. 

^[Kolejne trzy stacje to juz ostatnie cwiercwiecze. Zaczy- 
namy wi§c od tej: „Wybory 1989 roku - droga do wol- 
nosci" Na scianach plalcaty: „Nie spij, bo ci§ przeglo- 
sujq" czy slynny lcowboj z filmu Wsamo poludnie. 

W centrum orzel na herbowej tarczy (widac, ze godlo 
paiistwowe), ktoremu nareszcie zwrocono lcoron§. 
Lektor obnaza n§dz§ komunizmu takimi slowami: 
„Czy wiesz, ze przez 8 lat cukierki, czekolada, ba, 
nawet buty lcupowalo si§ na lcartki? To znaczy, ze 


lcazdy raz w miesiqcu dostawal specjalne lcartki - 
lcupony i mogl lcupic tyle czelcolad czy mi^sa, ile mial 
lcartelc" Problem reglamentacji slodyczy jest odwiecz- 
nym problemem wielcu dzieci^cego i bardzo 
slusznie, ze zostal tutaj - wobec dzieci^cej publiczno- 
sci-podj^ty. 

^[Stacja przedostatnia jest zamkni^ciem „ldamry miej- 
sca" Wracamy do Swiqtyni Opatrznosci Bozej, jalco 
z jednej strony votum dzi^kczynienia za odzyskanq 
wolnosc i z drugiej strony ulcoronowania wysilkow 
wybicia si§ na niepodleglosc. Ma ona tez podsumo- 
wac 2000 lat chrzescijanstwa i - jak glosi cytat z Jana 
Pawla II - „Niech ta swiqtynia stanie si§ miejscem 
szczegolnego dzi^kczynienia za wolnosc Ojczyzny. 
Modl§ si§, aby zadne bolesne wydarzenia nie zaldocily 
dzi^kczynienia, z lctorym czekamy juz 200 lat" Salcrali- 
zacja miejsca niniejszym si§ odbyla. 

^fjalcwodzirej czyni to po udanym pas, lconieczne jest 
podzi^kowanie. Podzi^lcowanie za dar wolnosci 
i Opatrznosci Bozej, a tez i za dar Karola Wojtyly - 
bislcupa, papieza i swi^tego. Swi^ty daje przyklad god- 
nego zycia i zanosi modlitwy do Pana Boga, jest wi^c 
posrednilciem, or^downilciem i slugq Opatrznosci. 

„I dlatego - podpowiada lcomentator - co roku w ostat- 
niq niedziel^ czerwca dzieci wypuszczajq w niebo 
balony z napisem »Dzi^lcuj^«" 

^[Talc lconczy si§ ta cz^sc historii zapisanej w walcach, 
z lctorych bilo swiatlo w strong siedzqcej w ciemnej 
przestrzeni publicznosci. Teraz zaczyna si§ cz^sc 
jasna. Dzieci mogqwejscnascen^ (podniesionqpar^ 
centymetrow) o bialej podlodze i jasnym tie, na lcto- 
rym wymalowane sqpostacie historyczne. T^ „scen§ 
historii" ograniczaj^ azurowe lcolumienlci i od gory 
czerwone paludymenty - polcazujqce, ze jej lcurtyna, 
sceny historii, zostala podniesiona i tajemnice dziejow 
zostaly odsloni^te. Z tej sceny, z tej jasnosci dzieciaki 
mogq odpowiadac na pytania. Mogq tez (a dzis lcazde 
dzieclco ma telefon lcomorlcowy) „machnqc" sobie 
„slitfoci§" z postaciami historycznymi w tie. Dalej jesz- 
cze tyllco lcillca metrowmi^dzy ciemnymi scianami 
i opuszczamy ruchomy teatr. Opuszczamy, aby spot- 
lcac si§ olco w olco z „Panteonem Polalcow" Jednalc 
jestesmy juz na to spotlcanie przygotowani dzi^ki 
wizyeie w „Ruchomym teatrze XXI wielcu dla dzieci. 

24 scenach historycznych" 


„Ruchomy teatr XXI wieku dla dzieci. 24 sceny historyczne". 

Koncepcja artystyezna, scenariusz Zbigniew Lisowski i Woj- 
ciech Zagula, scenografia i projekty lalek Mikolaj Malesza, mu- 
zyka Grzegorz Urban, narraeja Zbigniew Lisowski i Malina Prze- 
sluga, lektor Jacek Pysiak, automatyka seen i lalek Sebastian 
Meszynski, Mariusz Drost ABM Space Education sp. z 0.0., gra- 
fika komputerowa Sylwester Siejna i Marek Liczmanski. Lalki 
wykonano w pracowniach Teatru Baj Pomorski wToruniu, kie- 
rownik produkcji Zbigniew Zarembski. Generalny wykonawca: 
SOS MUSIG RemigiuszTrawinski i Wojciech Zagula. 
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i rwr he moving children's theatre of the twenty first century. 24 his¬ 
torical scenes” was opened in June, on the Day of Thanksgiving 
at the Warsaw Temple of Divine Providence. Amidst myriad 
events this fact evaded universal attention. Nonetheless, it 
seems noteworthy since it evokes a certain old tradition just as the very 
erection of the Temple of Divine Providence is a fulfillment of eighteenth- 
century promises and an attempt at closing a certain episode in history 
and inserting the present into the yesteryear and even the distant past. 
This is an effort at explaining that we are the outcome of certain events 
and, enrooted, possess a place of our own, best suited and conducive 
for our development. 

^fSuch declarations and endeavors aimed at inserting our daily mundane 
life into the plans of Divine Providence intend to render us aware that we 
are not merely the servants of God but also His children. That our here 
and now is a fragment of a wider undertaking and thus a remedy for all the 
pains and distress of existence. The creche (Polish: szopka ) is such a re¬ 
experiencing of a myth, a successive deciphering of a symbol, and a con¬ 
firmation of the truth that God was born for us. 

^[The acknowledged "author” of the creche is St. Francis, who executed the 
first one in 1223 in Greccio (Italy). Creches can be divided into two groups 
of spectacles: those that come to the audience and those that the specta¬ 
tor must make an effort to go and see. The former involve carolers travel¬ 
ling from door to door, while the latter include installations with live ani¬ 
mals or mechanical theaters, both displayed next to churches. I.a. the 
creche with 250 moving figures in Czermna (Kudowa-Zdroj), made by 
Frantisek Stepan in the course of twenty years. Today, this mechanical 
theatre has an electric drive. The Friars Minor, known as the Capuchins, 
cultivated the Franciscan tradition and made a special contribution to 
creating such creches. Their works can be viewed in churches in 11 
Loretariska Street in Cracow and in 10 Miodowa Street in Warsaw. I saw 
the latter szopka as a child (as its contemporary), later took my son to see 
it, and today go to note all the novelties. 












Creche Initiation teatr lalek nr 3-4 (117-118) 2014 


24 


• What can be new in showing events from two thou¬ 
sand years ago? The answer is: their subsequent 
sequence. The Capuchin szoplca features hussars from 
the victorious siege of Vienna, Brother Albert, and 
Lech Walesa. Not only do the Three Kings pay homage 
at the manger - our whole contemporaneity does this. 

I recall how in the 1980s a vehicle carrying workers dis¬ 
played the inscription: solidarity, written in so-called 
Gdansk italics in red on a white background. During 
the martial law period this was a political demonstra¬ 
tion. The szoplca was always open to topicality and 
eager for novelties. 

^[References to the creche tradition are also made by the 
"The moving children's theatre of the twenty first cen¬ 
tury. 24 historical scenes” in the underground part 
of the Temple of Divine Providence, the difference 
being that this creche is not connected with the Christ¬ 
mas season but is an all year round event. One enters 
through a black door, black being the dominating col¬ 
our of the interiors. The black soft floor covering allows 
the children to sit comfortably and unrestrained, with¬ 
out chairs and the chaos produced by looking for them. 
Black curtains divide the space into three successive 
sectors. A visit to the " The moving Theatre of the Twen¬ 
tieth Century" is also a j ourney, a rite de passage lead¬ 
ing from one sector to another, where we sit wiser 
thanks to the knowledge gained in the previous one 
and closer to comprehending the world around us. 

This trip from darkness towards light recalls the rituals 
of Masonic initiation. Finally, the colour black makes 
it possible to concentrate on the illuminated "scenes" 
inside the equally black cylinders. In his book Uwaga 
zespoll Jacelc Kuroh (at the time a Scout activist and not 
yet a politician) recommended to hold a gathering 
of a Scout group if not by a bonfire then at least around 
a lit candle. The interiors of the above mentioned cylin¬ 
ders (with a diameter of three meters) are divided into 
eight sections. One can observe the scenes through 
a "window" in the cylinder some 1,5 meters above the 
ground and half a meter from the celling. The lower 
part is slightly raised (remember that the children look 
from a worm's-eye view), while the upper part is 
slightly lowered - the whole arrangement produces the 
impression of a linear perspective. The ’’windows" are 
separated from the spectators by a rope suspended on 
two posts, the same as those used in museums for pro¬ 
tecting valuable paintings. Above the window - an 
inscription: "Ruchomy teatr XXI wieku dla dzieci" and 
next to it: "24 sceny historyczne"; below - painted cogs 
symbolising the mechanism of history. (It would be 
interesting to learn how children react to this nine¬ 
teenth-century symbol. But then, how is one to paint 
the electronic units of the mechanisms of history?) 

The puppets inside the cylinders are set into motion 
by 45 small electric engines, a total of 200 (according 
to a project by Mikolaj Malesza), whose execution took 
the ateliers of the Baj Pomorski Theatre in Torun 4,500 
hours. A lector speaks offstage. 


^[Now for closer look at the vision of history presented 
in the cylinders of The moving Theatre. The first scene: 
the creation of the world, with God the Father, a grey¬ 
haired old man, holds His hands up in a gesture 
of bestowing a blessing or conducting an orchestra. 
Above: cosmic order, a model of the planets of the 
solar system; below, a model-like family with two chil¬ 
dren and a dog. The lector ends the commentary as 
follows: "God created the world in six days, and on the 
seventh day He decided to rest from the labor of crea¬ 
tion and invited to His home His followers to celebrate 
together; after the meeting He went to a fairground for 
some ice-cream" Let us hope that He enjoyed it, 
because He is such a nice chap. The second scene 
explains what God actually does: he takes care of the 
world. The lector adds: "We call this care over the 
world Divine Providence" 

^[The cosmogonic part is followed by a presentation 
of the Polish past. The opening two scenes (3 and 4) are 
connected with the Church. In the first, Mieszko is bap¬ 
tized with water against the background of coarse 
walls, with the lector admonishing us to remember the 
date - 966. In the second scene Jadwiga and Jagiello 
exchange wedding vows below a large crucifix and 
against the backdrop of soaring Gothic architecture. 
Knights and courtiers - opulence and dignity, banners 
featuring "the symbol of the Pogon next to the Eagle" 
The lector adds helpfully: 1386. The following scene (5) 
is symbolic, in contrast to the previous illustrative ones, 
and shows an imposing pumpkin devoured by insects 
- caterpillars with human faces. The lector explains the 
essence of human nature: "Man is not an angel but suf¬ 
fers from certain frailties and succumbs to temptations 
harmful for him and those closest to him. Poland, how¬ 
ever, albeit imperfect and affected by avarice and bad 
intentions, lasted unchanged as a country. Up to the 
moment when..." The scene ends in suspense of sorts 
and is the first to grant importance to a sequence 
of scenes, a narration sequence, in which historical 
processes are explained via their social counterparts. 

It is difficult to transmit to children the conceits of his¬ 
torians representing the so-called Cracow school and 
thus the young spectators must be shown a table 
(slightly too primitive for the one on which the first 
partition was signed), and on it - a mournful white 
eagle sitting on a torn map. Above, blackbirds 
(inscribed as: Russia, Austria, and Prussia) carry the 
remnants of the map (scene 6 ). In the background - 
rows of field guns demonstrate that the Poles suc¬ 
cumbed to force. The lector reads the date: 1772. The 
next scene (7) returns to illustrative qualities inspired 
by Matejko: the king, carried on the shoulders of his 
subjects, waves the Third Constitution act, while the 
lector instructs that it was the first European constitu¬ 
tion; this is the reason why we celebrate this particular 
day as free from work and, importantly for the young 
spectators, school. The next scene, already the last in 
this sequence, is also an illustration: it shows the 


The Androids, Robots and Mechanical theatre 

< 


TEATR LALEK NR 3-4 (117-118) 2014 


25 


moment of "laying the cornerstone of the Temple 
of Divine Providence in 1792" We see the King and the 
Primate performing the consecration, with the lector 
hurrying to comment: "Unfortunately, it often hap¬ 
pens that our plans cannot be easily implemented. 

The same holds true for our church: the Russian 
army invaded Poland and the construction of the 
church was delayed for many years” 

^[By now, the spectator has passed the first stage of initi¬ 
ation. He already knows that he has found himself in 
a special place where the divine plan merges with the 
fate of his nation and the theological aspect intertwines 
with the historical one. (The theological and historical 
consultant was Reverend Janusz Stariczuk from the 
Museum of John Paul II and Primate Wyszyriski, which 
too is located in the Temple of Divine Providence). 
Now, endowed with new competence, we can sol¬ 
emnly but also with a great dose of curiosity arrive at 
the next sector and cylinder. The latter is located on the 
opposite side to make it known that we are changing 
the perspective. The spectators, armed with new 
awareness, can now sit as if they were watching a foot¬ 
ball march and backing their favourite club. 

^The first scene deals with 123 years of the partitions 
and three insurrections, and introduces a new charac¬ 
ter: a red dragon. Since dragons are not suitably 
derided by children, this one has to be in additional 
a foolish dragon. It chases three valiant young insur¬ 
gents, participants of the Kosciuszko, November, and 
January uprisings, by using a steamroller - obviously, 
it will never catch them. The second scene is a freeze- 
frame of history: 11 November 1918 - soldiers of the par¬ 
titioning armies return home where languishing fami¬ 
lies welcome them. History, however, runs its course 
(scene 3) and another dragon, this time much more 
menacing, looms from the east. It is bravely faced by 
our boys together with Commander Pilsudski and 
Reverend Skorupko (the cross he holds is illuminated, 
as in a celebrated canvas), while the lector informs us: 
"Legend has it that the Mother of God protected us 
and for this reason the Battle of Warsaw is known as 
the miracle at the Vistula" On top, in the center of the 
scene, the Holy Virgin Mary in the robes of the queen 
of the world confirms Her battle merits. 

^[Two successive scenes close the inter-war period, with 
the first pertaining to the economy: a ship's bow in the 
center is a symbol of the port in Gdynia, the standard 
investment of the period, while the right and left sides 
are full of advertisements showing the development 
of small enterprises. In the centre, Mieczyslaw Fogg, 
holding a microphone, symbolizes cultural achieve¬ 
ments. The second scene is about the Church, with the 
painting Jesus, I Trust in You, inspired by Sister 
Faustyna, in the center at the top; and Bohdan 
Pniewski standing at the bottom in front of a model 
of the Temple of Divine Providence designed by him. 
The lector explains that the Second World War "dis¬ 
turbed plans for building the church" without 



mentioning that the Pniewski project inspired the 
post-war Palace of Culture and Science. 

World War II is the theme of two scenes, with the first 
showing ruins and an airplane with black crosses on its 
wings soaring above while the expelled inhabitants 
leave the town along a trail amidst the ruins; to the right 

- a bespectacled figure wearing striped concentration 
camp clothes featuring a red triangle - Father Malcsy- 
milian Kolbe. The second scene comes from the War¬ 
saw Uprising. At the bottom - a cross-section of a street 
with an oval opening of a city sewer in the centre and it 

- an insurgent; another fighter stands in front of a bar¬ 
ricade with a proudly fluttering red-and-white flag. The 
barricade is attacked by a Nazi tank, while on the side 
lies the statue of Christ carrying a cross; formerly, it 
stood in front of the church of the Holy Cross. The lec¬ 
tor's commentary casts light on the political aspects 
and the absence of armed help on the part of the Red 
Army. The next image - the last in this sequence - is 
that of post-war migrations. In the center - a so-called 
cattle (freight) train carriage, the favourite vehicle of all 
deportations and resettlements. The carriage displays 
religious and national symbols - the Madonna and the 
White Eagle. The passengers in this carriage wear city 
and peasant clothes signifying that the deportations 
affected all social strata. Above - black-and-white post¬ 
cards with views of lost small homelands. The lector 
sums up: "Driven from their homes, under a foreign 
sky, they were compelled to begin everything anew, 
having left behind their whole past" 

^[Nowfor the last, third sector. This division corresponds 
to the classical division of a play into three acts. Here, 
the third act refers to contemporary history, which 
consists of events with whose living witnesses and 
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participants we can establish contact - they include 
our peers, parents or grandparents. These nearest ex¬ 
periences are present and commented within the fam¬ 
ily, the first being the experience of communism. At 
the top we see two red hands (and we know whose 
they are) holding a control bar and manipulating mar¬ 
ionettes. The latter appear at the bottom as a parade 
of assorted social strata and professions. Sidewalls 
show an alternative of life in the most progressive sys¬ 
tem in the world: on the one hand, red Party slogans 
and the profiles of Marx, Engels, and Lenin, and on the 
other - a barred prison window. The lector introduces 
us to the successive scene: “The communists also 
wanted to subjugate the Church and to turn it into yet 
another marionette. Fortunately, there were people 
capable of opposing evil and instilling into the hearts 
of the Poles hope for an improvement of their fate”. 

^[The next three scenes revoke the post-war history 
of the Church in Poland: “Cardinal Stefan Wyszyriski 
preparing the Polish nation for the celebrations of the 
Thousandth Anniversary of the Baptism of Poland" - 
a panneau with the Jasna Gora monastery in the back¬ 
drop. “The election of Karol Wojtyla for pope” - joy in 
Polish homes. “A homily in Zwyci^stwo Square in 
1979” - with a dominating Tomb of the Unknown Sol¬ 
dier. The three scenes demonstrate that the Church 
was a historical prevailing factor at the time of com¬ 
munism. Millions of Party members were invalidated 
with the papal words: “Do not fear” inaugurating 
a new opening. The history of Poland was to a certain 
extent a political history, but the last fifty years possess 
a theological dimension accentuated by the succes¬ 
sive scene focused on the events of the 1980s. The lec¬ 
tor makes us aware of the essence of social transfor¬ 
mations: “When the Polish workers set up 'Solidarity,' 
which can be compared to a close-knit group 
of friends, they showed the authorities that the Poles 
are capable of uniting" This thesis is illustrated by the 
succeeding image: a group of people with raised 
hands showing the V sign (a letter absent in the Polish 
alphabet) faces ZOMO (a paramilitary-militia forma¬ 
tion) men armed with truncheons and shields. In the 
centre - the “Solidarity" chaplain, Reverend Jerzy 
Popieluszko holds a banner: “Overcome evil with 
goodness" The offstage commentary informs that the 
establishment of “Solidarity" the martial law period, 
and the martyrdom of Reverend Jerzy are facts more 
of a religious than a political-social nature. 

^[The next three stations mark the last 25 years, starting 
with “The elections of 1989 - the path towards free¬ 
dom" Walls feature posters with: “Don't sleep or they 
will outvote you" or the famous sheriff from High 
Noon. In the centre: an eagle on a heraldic shield (this 
is clearly the Polish state symbol), featuring a finally 
restored crown. The lector reveals the misery of com¬ 
munism: “Did you know that for eight years sweets, 
chocolate, and even shoes were rationed? This means 
that everyone received special rationing cards and 


could buy only an amount of chocolate or meat corre¬ 
sponding to the number of the cards" Since the ration¬ 
ing of sweets remains an eternal problem of childhood 
it was a correct decision to broach it in front of a chil¬ 
dren's audience. 

^[The penultimate scene closes the “range of the site” 

We return to the Temple of Providence conceived, on 
the one hand, as an act of thanksgiving for regained 
liberty and, on the other hand, as a crowning of efforts 
aimed at winning independence. It is also supposed to 
sum up 2000 years of Christianity; to quote John 
Paul II: “May this shrine become a place of special 
thanksgiving for freedom of the JJomeland. I pray that 
no painful experience would disturb this thanksgiving 
for which we have waited 200 years" The sacralisation 
of the site was thus accomplished. 

Just like a master of ceremonies after a successful pas 
we should express our thanks. In this case - for liberty 
and Divine Providence as well as for the gift of Karol 
Wojtyla - bishop, pope, and the blessed, who provides 
an example of a worthy life and prays to the Lord God, 
thus acting as a mediator, an intercessor, and a servant 
of Providence. “This is the reason” - suggests the com¬ 
mentator - “why each year during the last Sunday in 
June children send into the sky balloons with the 
inscription: Thank you”. 

Thus ends a part of the history recorded in cylinders 
casting light on the audience sitting in darkness. Now 
brightness begins. The children can walk onto a stage 
(raised several centimetres) with a white floor and 
a luminous background displaying painted historical 
figures. This “historical stage" is limited by latticework 
columns and at the top - by red palludiments showing 
that the curtain of this particular stage of history has 
been raised and the mysteries of the past have been 
disclosed. From this stage and brightness the children 
can answer all questions. The can also (and today 
every child has a cell phone) take a selfie with the his¬ 
torical figures in the background. Further on, we walk 
only several more metres between the dark walls and 
then leave the “Moving children's theatre of the twenty 
first century" to encounter a “Pantheon of Great Poles" 
By now we are well prepared thanks to the tour of “The 
moving children's theatre of the twenty first century. 

24 historical scenes” 

“The moving children's theatre of the twenty first century. 

24 historical scenes". Artistic conception, scenario Zbigniew 
Lisowski, Wojciech Zagufa, sets, projects of puppets Mikofaj 
Malesza, music Grzegorz Urban, narration Zbigniew Lisowski, 
Malina Przesluga, lector Jacek Pysiak, automatic control 
of scenes and puppets Sebastian Meszynski, Mariusz Drost 
ABM Space Education Co. Ltd., computer graphics Sylwester 
Siejna, Marek Liczmanski. Puppets executed in the ateliers 
of the Baj Pomorski Theatre in Torun. Production director 
Zbigniew Zarembski. General execution: SOS MUSIC 
RemigiuszTrawinski and Wojciech Zagufa. 
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w Panu pasja do teatru robotow? 

Pawel Kolanowski: To przypadelc. Pasja zrodzila si§ z pracy, lctorq mialem 
do wykonania w powstajqcym Centrum Nauki Kopernilc. Instytucja ta od 
poczqtlcu uczestniczyla w specjalistycznych lconferencjach, na lctorych 
oprocz paneli, warsztatow i wyldadow odbywajq si§ targi i polcazy. Na jed- 
nym z takich spotlcan w 2007 rolcu z propozycjq wspolpracy zwrocila si§ 
firma z Penryn w Kornwalii Engineered Arts Ltd., ktora zajmuje si§ pro- 
dulccjq robotow. Tworcow firmy zawsze interesowalo Iqczenie zaprogra- 
mowanych robotow z animacjami wideo, muzylcq i nagranym tekstem. 
Rokpozniej owczesna dyrekcja Centrum podpisala umow£ na dostarcze- 
nie teatru, sldadajqcego si§ z trzech robotow typu RoboThespian RT 3.0. 
Wtedy trzeba bylo lcogos, lcto poprowadzi przygotowania po stronie pol- 
skiej i wybrano mnie. 

K.S.: laic wyglqdaiy te przygotowania? 

P.K.: Mielismy wybrac, opracowac i przeslac telcsty do dwoch spektaldi 
wraz z gotowymi animacjami i polskimi nagraniami, a w zamian Anglicy 
mieli dostarczyc gotowy teatr, lctory sami zmontujq i uruchomiq. Na 
poczqtlcu moje zadanie w tym projelccie to byia talc naprawd^ praca pro- 
ducenclca. Co prawda, musialem dolconac wyboru i adaptacji telcstow, ale 
przede wszystkim nadzorowalem prac§ nad filmem, animacjami i nagra¬ 
niami dialogow. Caly czas pozostawalem talcze w lcontakcie online na 
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Skype z Anglilcami, zwlaszcza w tralccie pracy nad selc- 
wencjami ruchow. 

K.S.: To jalc Roman Polanski przy rezyserii Rzezi. 

P.K.: Doldadanie talc! Dopiero trzeci spektald opracowy- 
walismy sami w Warszawie, wtedy zacz^la si§ tez praca 
tworcza nad obmysleniem i zaprogramowaniem 
gestow i ruchow robotow. 

K.S.: Na co padl wybor? 

P.K.: Od razu pomyslalem o tworczosci Stanislawa Lema. 
Nie wiedzialem jeszcze, lctory telcst, ale intuicja podpo- 
wiadala mi, ze tarn trzeba szulcac. Olcazalo si§ pozniej 
ze wcale nie jest talc prosto, bo ten teatr jest specyficzny 
przez to, ze ma trzech alctorow, lctorzy nie mogq talc 
latwo zmieniac si§ osobowosciami. Wybor padl osta- 
tecznie na bajlc§ O krolewiczu Ferry cym i krolewnie Kry- 
stali ze zbioru opowiadari Bajki robotow. W adaptacji 
mamywi^c szesc postaci, lctore za pomocq dialogow, 
lcontelcstow i lcolorow - roboty sq wyposazone w system 
zmieniajqcych lcolory swiatel LED - udaje si§ odroznic 
od siebie. Telcst Lema to prawie gotowa historia bas- 
niowa, dzi^lci lctorej moglismy dac dzieciom to, czego 
spodziewaly si§ w tym teatrze, czyli roboty w roli robo¬ 
tow. Drugi polcaz chcialem zrobic bardziej edulcacyjny. 
Jego scenariusz napisalem na podstawie XlX-wiecz- 
nego opowiadaniu Edwina A. Abbota. Powstala Tajem- 
nicapustej szafy, czyli duchy zczwartego wymiaru. Mia- 
lem swiadomosc, ze roboty w roli nauczycieli b^dq 
mniej atralccyjne, dlatego tez ten spelctald jest bogaty 
w animacje, lctore dodatlcowo ulatwiajq najmlodszym 
zrozumienie opowiadanej historii. Trzeci spelctald to 
adaptacja ldasycznej bajki Hansa Christiana Andersena 
Ojciec wie najlepiej. Tu rzeczywiscie roboty wcielily si§ 
wrozne postaci, a calosc uzupelniajq animacje z wylco- 
rzystaniem plasteliny. 

K.S.: A jalc dzieci reagujq na te spelctalde? 

P.K.: Bardzo roznie, zalezy od grupy. Na poczqtlcu, gdy 
byly tyllco dwa spelctalde, przeprowadzilismy nawet 
badania. Opinie byly slcrajne. Na przyldad jednym nie 
podobal si§ Lem, bo byl przewidywalny i za prosty albo 
roboty gin^ly za multimediami, a dla innych polcaz na 
podstawie Abbota byl niezrozumialy - ale byly tez pozy- 
tywne opinie. Jeden z wnioslcow z tych badan byl tez 
taki, ze dzieci spodziewajq si§ zobaczyc co innego, cos 
wi^cej niz dostajq. Ale nilct nie wychodzi wczesniej 
- to najwazniejsze. 

K.S.: Te roboty sqwpewien sposob ograniczone, ile wi^c 
mozna wymyslic nowych form, lctore nie b^dq lcopio- 
waly wylcorzystanych juz schematow? 

P.K.: Tego dzis nie wiem, zobaczymy. Teraz jestesmy na 
etapie przygotowania polcazu, lctory b^dzie zawieral 
elementy interalccji z publicznosciq. Oczywiscie nie da 
si§ tego zrobic talc jalc w teatrze lalelc, wlctorym alctor 
reaguje i nawiqzuje kontakt z mlodymi widzami. Tutaj 
mozemy jedynie talczbudowac telcst i talcnagrac dia- 
logi, by dac wybrzmiec przewidywanej realccji publicz- 
nosci - choc jest to dosyc slcomplilcowane - ale Maciej 
Wojtyszlco, lctory rezyseruje ten spelctald, ma tego 
swiadomosc. 



K.S.: O czym mowa? 

P.K.: Co jest szczqsciem dla robota, czyli hopla , hopla, 
hoc, hoc, hoc - teatralizowana lelccja, lctora opowiada 
o tym, jalc tworzy si§ piosenlc^. Proba interalccji z pub- 
licznosciq b^dzie polegala na jej wspolnym wylcona- 
niu. Nie ulcrywam, ze jest to bardzo trudne przedsi^- 
wzi^cie, jednalc cielcaw jestem, jalc wyjdzie. 

K.S.: Kiedy premiera? 

P.K.: Tego nie umiem dzis powiedziec. Problem polega 
na tym, ze przygotowanie talciego polcazu jest bardzo 
czasochlonne. Zaprogramowanie 20 minut, bo tyle 
trwa mniej wi^cej lcazdy spelctald, i zsynchronizowa- 
nie gestow z dialogami, wizualizacjami galelc ocz- 
nych, animacjami wideo i grq swiatel to sq godziny 
pracy, a teatr caly czas gra. Niestety nie mozna tego 
przygotowac na jednym lcomputerze, a potem wgrac 
do drugiego. Musimy to wylconywac w sali teatralnej, 
wi^c pracujemy tyllco wieczorami albo wponie- 
dziallci, gdy Centrum jest zamlcni^te - to moze 
potrwac nawet pot rolcu. 

K.S.: Spelctalde Teatru Robotycznego sq zaprogramo- 
wane od poczqtlcu do lcohca, a wi^c tez automatycz- 
nie odtwarzane. Czy jest to Pana zdaniem pewna 
forma teatru mechanicznego? 

P.K.: Mysl§, ze teatr mechaniczny jest blizszy naturze 
czlowielca przez to, ze mniej wi^cej wiemy lub rozu- 
miemy, jalc on dziala. Z robotami jest wi^lcszy lclopot. 
One si§ ruszajq, wszyscy wiedzq, ze steruje nimi lcom- 
puter, ale to jest zupelnie inna rzeczywistosc. Czy to 
jest w ogole teatr? - to raczej rzecz drugorz^dna. 

W Centrum Kopernilca nalezy on do galerii „Korzenie 
cywilizacji" w lctorej tworcy chcieli wyjsc poza tech- 
nologicznq strong naulci czy cywilizacji. Znajdujq si§ 
tarn nie tyllco elcsponaty fizyczne czy mechaniczne, 
ale rowniez cala cz^sc, lctora nalezy do sfery humani- 
stycznej i artystycznej. To jest galeria, lctora stara si§ 
Iqczyc sztulc§ z naulcq, zachowujqc integralnosc tych 
dwoch slcladowych, ale rownoczesnie polcazujqc, ze 
nie byloby tej pierwszej bez tej drugiej. Olcresla si§ to 
nazwq art & science i Teatr Robotyczny j est tego ideal - 
nym przylcladem. 

K.S.: Czy sq plany, by te roboty wprzyszlosci ulepszac 
irozwijac? 

P.K.: Nie sqdz§, bo idea tych robotow jest juz zamlcni^ta. 
CNK zalcupilo je jalco gotowe maszyny i nie ma mozli- 
wosci, by prowadzic prace w celu ich ulepszania tech- 
nologicznego. Pozostanq talcie, jalcimi sq w tej chwili. 
Dla nas najpierw jest Centrum Naulci Kopernilc jalco 
calosc, a dopiero pozniej Teatr Robotyczny. Jestesmy 
centrum naulci. Ale mamy tez tych alctorow 
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mechanicznych i musimy cos z nimi zrobic. Probu- 
jemy wi§c do robotow dodac teatr, i staramy si§ talc 
opowiadac historic, zeby wmiar^ mozliwosci 
zamlcnqc wszystlco w atrakcyjnq calosc. 

K.S.: Myslal Pan nad angazowaniem do wspolpracy 
wi^lcszej grupy ludzi zajmujqcych si§ teatrem czy tea- 
trem lalelc, talc by moc znalezc jalc najwi^cej sposobow 
wylcorzystania tej materii? Praca z Maciejem Woj- 
tyszlcq j est chyba lcrokiem w t§ strong. 

P.K.: Trop jest bardzo lcuszqcy i atralccyjny jalc si§ go 
wypowiada, nie wiedzqc wiele o samej technologii. 
Praca nad ozywieniem lallci nie jest trudna, profesjo- 
nalny lallcarz potrafi nauczyc si§ animowac nowq 
form^ wlcillca dni. Aby sprawic to samo z robotem 
potrzebne sq miesiqce pracy. Na poczqtlcu jest oczywi- 
scie bardzo fajnie, ale gdy przychodzi moment, ze 
trzeba nadac im ruchy, wystrzylcnqc wnie dusze, to 
zaczyna si§ problem. Tego si§ nie zrobi od talc, po pro- 
stu i tu jest ten mur, lctory odbiera nam mozliwosc 


myslenia talc szerolco o projelccie. Wi^c jesli mieliby- 
smy mozliwosc wspolpracy z mlodymi, zdolnymi 
i dynamicznymi artystami lallcowymi, to nie wiem czy 
mozolnosc tej pracy by ich nie odstraszyla. 

K.S.: A wi^c te roboty pozostanq na scenie raczej gadze- 
tami nie alctorami? 

P.K.: Ale nam nie zalezy na tym, by oszulciwac ludzi. To, 
co leglo u zrodel wejscia w ten pomysl bylo przelcona- 
niem, ze to b^d^ roboty, czyli nowoczesne maszyny 
sterowane przez czlowielca; tyllco ze nie bezposrednio 
a za pomocq lcomputera. Roboty nie mialy nigdy 
nilcogo udawac, to my wylcorzystujemy je do stworze- 
nia pewnej lcreacji, lctora w tych warunlcach i w tej 
przestrzeni, jalcq dysponuje Centrum przyj^la form^ 
Teatru Robotycznego. One sq po prostu maszynami 
zaprogramowanymi, zeby opowiadac historie. 

Pawel Kolanowski, tworca Teatru Robotycznego w Centrum 
Nauki Kopernik w Warszawie. 
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Karol Suszczyriski: You are a philosopher by training. What is the source 
of your passion for the robot theatre? 

Pawel Kolanowski: This was sheer coincidence. My passion originated 
from the work, which I was assigned to perform at the then emergent 
Copernicus Science Centre. From the very onset this institution partici¬ 
pated in specialist conferences, which consisted of, apart from panels, 
workshops, and lectures, also fairs and shows. At such a meeting held in 
20071 was approached by Engineered Arts Ltd. from Penryn, Cornwall, 
which produces robots. The founders of this firm were always interested 
in combining programmed robots with video animation, music, and the 
recorded text. A year later, the then heads of the firm signed a contract for 
supplying them with a theatre composed of three RoboThespian RT 3.0. 
robots. Someone who would conduct the preparations on the Polish side 
was needed and I was chosen. 

K.S.: What did those preparations look like? 
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P.K.: We were supposed to choose, get ready, and pro¬ 
vide texts for two spectacles together with animations 
and Polish recordings; in return, the English side was 
to offer a theatre, which it would assemble and set into 
motion. At the beginning, my task in this project was 
actually that of a producer. True, I had to choose and 
adapt the texts, but first and foremost I supervised 
work on the film, the animations, and the recording 
of the dialogue. The whole time I also maintained 
online contact via Skype, especially while working on 
the motion sequences. 

K.S.: Just like Roman Polanski while directing Carnage. 

P.K.: Exactly! The third spectacle was already indepen¬ 
dently devised in Warsaw, and this was also the begin¬ 
ning of creative work on conceiving and programming 
the gestures and movements of the robots. 

K.S.: What did you choose? 

P.K.: I immediately thought of Stanislaw Lem. At the 
time I still did not know which text to use, but intuition 
told me that this was what I should seek. It turned out 
that this was by no means a simple task since this spe¬ 
cific theatre is composed of three actors, who cannot 
easily exchange personalities. The final choice was the 
tale: The Prince Ferrycy and the Princess Krystalia from 
the collection Bajki robotow (The Tales of the Robots). 
The adaptation, therefore, involves six characters dis¬ 
tinguishable with the assistance of dialogues, contexts 
and colours - the robots are outfitted with a LED light 
system that change colours. The Lem text is an almost 
ready fairy tale, which made it feasible to offer the chil¬ 
dren all that, which they expected to see in this theatre, 
i.e. robots playing the parts of robots. I wanted the sec¬ 
ond show to be educational, and this is why its 


scenario was based on a nineteenth-century story by 
Edwin A. Abbot. The result was Tajemnica pustejszafy, 
czyli duchy z czwartego wymiaru (The Secret of the 
Empty Drawer or the Ghosts of the Fourth Dimen¬ 
sion). I was aware that robots as teachers will be less 
attractive and hence the spectacle contains a lot 
of animation, which additionally makes it easier for 
the youngest audience to understand the story. The 
third spectacle is an adaptation of Father Knows Best, 
a classic by Hans Christian Andersen. Here, robots 
really appeared as various characters, and the 
whole spectacle is supplemented with animation 
using plasticine. 

K.S.: How do children react to these productions? 

P.K.: It all depends on the given group. Initially, when 
there were only two spectacles, we even conducted 
appropriate research. The opinions were diametrically 
different. For instance, certain spectators disliked Lem 
because he was predictable and much too simple or 
the robots were dominated by the multimedia, while 
others found the spectacle based on Abbot incompre¬ 
hensible, but positive opinions too were expressed. 
One of the conclusions from those studies demon¬ 
strated that children expect to see something more 
than they are offered. Most importantly, however, no 
one left the show before its end. 

K.S.: The robots are in some way restricted. After all, is it 
possible to devise new forms that would not copy ear¬ 
lier exploited schemes? 

P.K.: This is something which we still do not know 
today; we simply have to wait and see. Right now, we 
are at the stage of preparing a spectacle that would 
contain elements of interaction with the public. 
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Naturally, this cannot be accomplished in the manner 
of the puppet theatre in which the actor reacts and 
establishes contact with the young spectators. In our 
case, we may only build a text and record the dialogue 
so as to permit the anticipated reaction of the au¬ 
dience to come to the fore. This is a rather complicated 
venture, but Maciej Wojtyszlco, who directs this spec¬ 
tacle, is well aware of this fact. 

K.S.: What do you have in mind? 

P.K.: Co jest szczqsciem dla robota, czyli hopla, hopla, hoc, 
hoc, hoc (What is Happiness for a Robot, or hopla, 
hopla, hoc, hoc, hoc ) is a theatrical lesson describing 
the creation of a song. The attempt at interaction with 
the audience will consist of a joint performance of the 
song. I admit that this is a very complicated undertak¬ 
ing and I am interested to see how it will turn out. 

K.S.: When will the premiere take place? 

P.K.: I cannot reply at the moment. The difficulty lies in 
the fact that preparing such a show is enormously 
time-consuming. The planned twenty minutes - this is 
more or less the time of each spectacle - and the syn¬ 
chronization of gestures with dialogues, the visualisa¬ 
tions of eyeballs, the video animations, and the play 
of light take up hours, while the theatre company is 
constantly busy. Unfortunately, everything cannot be 
prepared with a single computer and then transferred 
into another one. Our work has to be carried out in the 
theatre, and thus we work only in the evenings or on 
Mondays when the Centre is closed - this can go on 
even for six months. 

K.S.: Spectacles of the Robotic Theatre are programmed 
from beginning to end and thus automatically recre¬ 
ated. Is this in your opinion a form of the mechanical 
theatre? 

P.K.: I believe that the mechanical theatre is close to 
human nature owing to the fact that we more or less 
know how man functions. Robots pose a greater prob¬ 
lem. They move and everyone knows that they are 
steered by a computer, but this is an entirely different 
reality. Is it actually theatre? - this is a rather secon¬ 
dary question. In the Copernicus Centre the theatre is 
part of the "Roots of civilisation" gallery, in which the 
authors wished to transcend the technological aspect 
of science or civilisation. The gallery features not only 
physical or mechanical exhibits but also includes 
a whole part dealing with the humanities and the arts. 
In doing so it endeavours to combine art and science 
while preserving the integrity of those two compo¬ 
nents; at the same time, the gallery tries to show that 
]3 the former would not exist without the latter. The phe- 

c nomenon is described as art & science , and the 

If Robotic Theatre is an excellent example. 

Q K.S.: Are there any plans to improve and develop the 
robots in the future? 

P.K.: I do not consider the idea of the robot to be 
already closed. The Centre purchased the robots as 
completed machines and it is impossible to conduct 
work aimed at their technological improvement. They 
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will thus retain their present-day form. We give pride 
of place to the Copernicus Science Centre as a whole, 
followed by the Robotic Theatre. Although we are, first 
and foremost, a science centre we also have our 
mechanical actors and have to do something with 
them. We thus try to add a theatre and to tell stories so 
as to enclose everything within an attractive whole. 

K.S.: Have you thought of cooperating with a larger 
group of people dealing with the theatre or puppet 
theatre so as to discover the greatest possible number 
of ways of benefitting from this matter? Your work with 
Maciej Wojtyszlco seems to be a step in this direction. 

P.K.: This trail is extremely tempting and attractive 
when it is formulated in this way while knowing little 
about the technology involved. Animating the puppet 
is by no means difficult and every professional puppe¬ 
teer will learn how to work with a new form in a few 
days. Months are required to accomplish the same 
with a robot. At the beginning such work is really fun, 
but there comes a moment when one has to make the 
robots move and to install a spirit into them, and this is 
when things become challenging. This feat is not 
accomplished simply just like that, instantly, and there 
appears an obstacle that deprives us of the possibility 
of such an extensive approach to the project. If, there¬ 
fore, we were to enjoy the possibility of working with 
young, talented, and dynamic puppeteers I am not 
sure that our painstaking work would not put them off. 

K.S.: In other words, on stage these puppets will remain 
gadgets rather than actors? 

P.K.: We are not interested in deceiving people. The ini¬ 
tial source of the whole idea was the conviction that 
we shall be working with robots, i.e. modern machines 
steered by man, albeit indirectly, with the assistance 
of the computer. The robots were never supposed to 
pretend to be anyone, but we use them to produce 
a certain creation that in the conditions and space at 
the disposal of the Centre assumed the form of the 
Robotic Theatre. They are simply machines pro¬ 
grammed to tell stories. 


Pawel Kolanowski, founder of the Robotic Theatre at the 
Copernicus Science Centre. 




M imo upfywu lat festiwalwBielslcu-Bialej pozostaje wierny 
swej nazwie, czyli stara si§ prezentowac „sztuk§ lalkarskq” 
o godnapodziwu determinacja wobliczu dominacji wpol- 
skim „teatrze lalelc" aktora wzywym planie. Na szcz^scie 
festiwal jest zorientowany na swiat, a w wielu krajach Europy (i nie tyllco) 
sztuka lalkarska ma si§ dobrze, wi^c jest w czym wybierac (problemem 
mogq bye raezej terminyifinanse). Pokazy wBielslcu-Bialej przez lata 
dawaly polskiemu srodowislcu szans^ zapoznania si§ z ciekawymi 
propozyejami obcokrajowcowi zach^caly, by lalelcnie porzucac, 
przeciwnie - szukac ich nowych mozliwosci i zastosowari. Tym razem 
tez bylo na co popatrzec! 

^[Furor§ zrobilo przedstawienie Stoi Blind Summit Theatre z Londynu. 
Zachwycilo widzow mistrzostwem animaeji i znakomitq narraejq w stylu 
stand-up comedy. Widzowie zobaczyli prosty stol, a na nim malo skompli- 
kowanq lalk§: lysa glowa starszego m^zczyzny wykonana z bezowego lcar- 
tonu, osadzona na wqtlym korpusie. Twarz kanciasta, z telcturowq krotkq 
brodq i zas^pionym, niezmiennym wyrazem twarzy. Zadnych triclcow, 
ruchomych ust lub galek ocznych ; ruchomych brwi. Ci^zkie powieki, gar- 
baty nos, leldd grymas sarkazmu na ustach - niby nic wielkiego, a lcazdy 
z widzow moglby przysiqc, ze widzial usmiechy, gniewy i zawadiackie 
spojrzenia bohatera, gr§ jego bogatej mimiki. Korpus lalki jest niepropor- 
cjonalnie maly w stosunlcu do glowy, lctora si^ga brzucha. Cialo, uszyte 
z szarego plotna, mi^kkie i gi^tkie, znakomicie poddaje si§ animaeji. 
Drewniane dlonie (wyjmowane, o czym za chwil§) oraz obute stopy 
pozwalajq na dzwi^lcowe efelcty tupania czy uderzania. Zadnych dodatlco- 
wych kostiumow, zadnej scenografii poza wspomnianym stolem. Troje 
animatorow prowadzi lalk§ w sposob widoezny dla widzow. Majq na sobie 
oboj^tne, czarne ubrania i caly sens ich bycia na scenie sprowadza si§ do 
tego, czym sq wistocie - funlccji animatorow, calkowicie oddanych lalce. 
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^[Cud ozywienia dokonuje si§ na killca sposobow. Po 
pierwsze, poprzez ruch. Jeden z animatorowprowadzi 
glow^ lalki i lewq r§k§ (Mark Down, dyrelctor arty- 
styczny Blind Summit Theatre), drugi prawq r§lc§ i lcor- 
pus (Sean Garratt), a trzecia osoba (lcobieta, Irena Stra- 
tieva) - nogi. Widac wi§c pokrewiehstwo z zasadami 
bunraku, gdzie glowny animator prowadzi glow§ 
i prawq r§lc§, drugi - lewq, a trzeci - nogi (lub kimono 
postaci lcobiecych). Zasadnicza roznica wiqze si§ 
z drugim sposobem ozywienia - mowq. W teatrze bun¬ 
raku slowa wszystkich bohaterowwypowiada siedzqcy 
z bolcu lcantor, natomiast w Stole caly telcst wypowiada 
glowny animator (Mark Down). Z pozoru jest to mono- 
log lalki, ale lalki posiadajqcej swiadomosc tego, ze jest 
lallcq, w dodatlcu lallcq na stole, na lctorq patrzq widzo- 
wie zgromadzeni tu i teraz. Mojzesz, bo takie imi^ nosi 
bohater, snuje swojq opowiesc o zyciu, wyraza poglqdy 
na rozne aktualne lcwestie, ale zarazem zwraca si§ do 
widzow, zaczepia ich, zartuje, nawiqzuje do terazniej- 
szosci, czyli np. do faktu, ze trafil na festiwal w Bielslcu- 
-Bialej. Co wi^cej, Mojzesz wielokrotnie komentuje 
falct bycia lalkq, rozmawia ze swymi animatorami, sta- 
wia im zqdania lub zglasza pretensje. 

^^/V pewnej chwili Sean Garratt odchodzi za lculisy 
i prawa r^lca pozbawiona zostaje animatora. Mojzesz 
upomina si§ o swoje prawa, zrz^dzi i krzyczy, po czym 
zwraca si§ o pomoc do widzow, nawet ld^lca w blagal- 
nym gescie. W kohcu ktos z widzow, wsrod lctorych na 
festiwalu sq przeciez lalkarze, decyduje si§ wejsc na 
scen§ i zastqpic nieobecnego artyst^. Przy gromkich 
brawach chwyta za prawq, bezwladnq r^lc^ Mojzesza, 
przy wylewnych podzi^lcowaniach z jego strony, po 
czym - nieszcz^scie! - drewniana dlon odpada. Przera- 
zony ochotnilc nie wie, co robic, Mojzesz nie zaluje 
komentarzy, a publicznosc poldada si§ ze smiechu, bo 
rzeczywiscie scena jest niezmiernie lcomiczna. Jakis 
ponuralc moglby powiedziec, ze w utracie r§ki nie ma 
nic zabawnego, ale mylilby si§, bo nie jestesmy w swie- 
cie realizmu psychologicznego, tyllco w teatrze lalelc. 
Lalka nie odczuwa bolu, nie jest „zywa” na sposob 
ludzki, ale na sposob lallcowy. Anglicy ograli ten falct 
z prawdziwq maestriq. 

^[Dyslcutujqc z animatorami, a talcze z samym Bogiem, 
Mojzesz pyta o wlasnq kondycj^ - lallcowy. Lubi swojq 
przestrzeh zyciowq, choc to tyllco obszar stolu. Opusz- 
czajqcjq, jalcnajszybciej stara si^wrocicnablat. Lubi 
samego siebie - swoje cialo, choc to tyllco telctura 
i plotno, a talcze „umysl” co podlcresla. Mojzesz jest 
inteligentny, dowcipny i bystry, a talcze sexy (w swoim 
przelconaniu). Istotq jego lcomizmu jest rozziew mi§- 
dzy nicosciq malej lalki w r^lcach animatorow a jej 
przelconaniem, ze jest lcims waznym, ze ma prawo roz- 
lcazywania animatorom, lcomentowania swiata, poli- 
tylci i religii, ze w ogole ma jaides prawa, ambicje, 
nadzieje. Mojzesz ma dum§, charalcter i temperament, 
a zarazem jest ogromnie smieszny w swoim zadufaniu 
zderzonym z lcruchosciq egzystencji - nie mozna 
go nie polubic! 


^[Komizm przedstawienia ma wiele wymiarow. Jest 
obecny nie tyllco w slowach - dowcipnym monologu 
Mojzesza oraz lcomentarzach glownego animatora, 
ale nade wszystlco w samej animacji. Ruch lalki, gesty, 
lcrolci, zwroty gi^tkiego ciala wyrazajq wi^cej niz 
slowa. Animacja nog Mojzesza osiqga poziom praw- 
dziwie mistrzowski. Trudno uwierzyc, ze az tyle 
mozna wyrazic poprzez sposob chodzenia, lcroki male 
lub wielkie, przylcurcz lcolan, podslcoki, tupania i nie- 
slconczenie wiele niuansow animacyjnych, portretu- 
jqcych charalcter postaci lepiej niz tysiqc slow. Praw- 
dziwa „mowa ciala”! Jezeli lctos mial lciedykolwiek 
wqtpliwosci, czy lalka jest w stanie wyrazic rozne niu- 
anse ludzkiej psychiki, to powinien w trybie natych- 
miastowym wybrac si§ na przedstawienie Blind 
Summit Theatre! 

^[Fundamentem teatru lalelc jest plastylca w ruchu, dla- 
tego talc wiele zalezy od tego, z jalcq silq oddzialuje na 
widza lalka jalco znalc plastyczny. Wybitnym poszulci- 
waczem i lcreatorem nowych animantow jest Frank 
Soehnle, lctory wBielslcu-Bialej zaprezentowal si§ 
w spelctaldu Wunderlcammer - Gabinet Osobliwosci 
z Pforzheim (Niemcy). Wystqpil wraz z dwojgiem 
innych uczniow wielkiego Albrechta Rosera: Alice- 
-Therese Gottschallci Raphaelem Miirlem. Przedmio- 
tem zainteresowania artystow nie jest opowiadanie 
historii, lecz lalka jalco fenomen. Wyobraznia pla- 
styczna tworcow nie ma zadnych ograniczeh, lcazdy 
animant to nowa lcreacja. Nielctore lalki stanowiq 
wariacje na temat instrument ow muzycznych, inne 
majq cechy zwierz^ce, jeszcze inne istniejq wlasnie po 
to, by wylcazac nieslconczonosc mozliwosci plastycz- 
nych lalki teatralnej oraz ich swobod^ w porownaniu 
do ograniczeh ludzlciego ciala, talcbardzo uzaleznio- 
nego od talcich praw jalc chocby grawitacja czy gi^tlco- 
sci stawow. Wsrod uzytych lalelc dominowaly mario- 
netlci, dalekie jednalc od czlelcopodobnych ludzilcow. 
Postaci budowane byly co najwyzej z fragmentow 
podobnych do ludzkiego ciala: glowa zlqczona 
z nogami; dwie glowy i r§ce, za to bez nog; glowa i r§ce 
osadzone na ciele podobnym do gqsienicy; czasem 
same dlonie, lctore w innej scenie stajq si^ slcrzydlami 
ptalca. Z alcwarium wylazi mrowlcopodobny stwor, by 
zlozyc jajo, z lctorego wylania si^ jego przezroczysta 
mutacja. Swiat lalelcpelen jest dziwnych stworzen. 
Nielctore wylcazujq zainteresowanie czlowiekiem, 
glaszczq po wlosach, pelznq po plecach, dopraszajq 
si§ uwagi lub pomocy, jalc maty stworelc marzqcy 
o pofruni^ciu wraz z latawcem i proszqcy o talcq moz- 
liwosc swojego animatora. 

^[Formalne poszulciwania Franlca Soehnlego i jego 
wspolpracownilcow stanowiq swoiste laboratorium, 
w lctorym testuje si^ lallcowe wynalazlci. To z ich 
lcsztaltu i mozliwosci animacyjnych rodzi si§ milcro- 
opowiesc. Poczqtelc artystycznego zdarzenia tlcwi 
w lalce, nie w idei, lctorq chce przelcazac rezyser, dobie- 
rajqcy sobie srodki wyrazu, lctory to model teatru 
dominuje w Polsce. 
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^[Innego rodzaju laboratorium zaprezentowali Hiszpa- 
nie z Kartageny (Onirica Mecanica - Ferroluar) 
wparaprzedstawieniuTCrac/zosc. Byl to rodzaj mono- 
logu ilustrowanego multimediami, przerywanego 
pokazami skomplilcowanych robotow. Przedmiotem 
rozwazan byty plusy i minusy nowoczesnosci, niepo- 
wstrzymanego post^pu technicznego oraz zagubienia 
czlowielca w coraz bardziej zmechanizowanym swie- 
cie. Najwi^lcsze wrazenie wywarl na widzach robot 
wymyslony po to, by olcazywal czlowielcowi czulosc, 
lctorej talc bardzo brakuje w zyciu - przytulal i glaskal 
po glowie. Czy roboty we wszystlcim zastqpiq czlo- 
wielca? - pytajq tworcy. Co si§ wtedy z nami stanie? 
Lalkarzom latwiej mierzyc si§ z pytaniem o „zycie" 
sztucznych tworow, bo na co dzieri obcujq z „zyciem” 
animantow, potrafiq ozywiac przedmioty, a zatem 
potrafiq dojsc z nimi do porozumienia. 

^fOryginalne lallci mogq stanowic atrakcj^ same z siebie, 
ale swietnie sprawdzajq si§ tez w adaptacjach litera- 
tury fantastycznej, basniowej, czarodziejslciej. Zazwy- 
czaj najlepiej wypada przelclad magii literackiej na 
swoistq magi^ teatru. T§ zasad§ dobrze bylo widac na 
przylcladzie przedstawienia Kraina Czarow portugal- 
slciego Teatro de Marionetas do Porto. Wqtki Alicji 
w Krainie Czarow znalazly tu wyraz w bogactwie ani- 
mowanych form. Wylcorzystano maslci, tintamareski, 
cienie, marionetki i wiele odmian lalelc prowadzonych 
przez alctora przed sobq, lctore nie majq nazwy wlasnej. 
Alicja - czarnullca z rowno przyci^tq grzywkq - przypo- 
mina pierwowzor bohaterki, 10-letniq Alice Liddell, 
a nie blondynlc^ spopularyzowanq przez kanoniczne" 


ilustracje Johna Tanniela. Powi^lcszanie i pomniejsza- 
nie si§ Alicji zastqpione zostalo wielosciq lalelc - boha- 
terlca jest mala lub duza, ubrana na czarno lub bialo, 
czasem animowana jednoosobowo, czasem az przez 
troje animatorow. Podczas sceny Oblqlcanej Herbatki 
jest tyllco biernq laleczlcq, lctorej Zwariowany Kape- 
lusznilci Marcowy Zajqc (tintamareski) mogq wyrywac 
rqczlci i nozlci, a talcze topic jq w filizance. Gdy Krolowa 
lcaze sciqc Alicj§, wowczas glowa dziewczynlci zostaje 
zdj^ta z lcorpusu (podobnego do lcrawieclciego mane- 
kina), zas w innym miejscu sceny lcwestie Alicji wypo- 
wiada glowa alctorki, lctorej twarz, podswietlona od 
dolu przez tac§ obramowanq lamplcami, wydaje si§ 
oddzielona od ciala. Flamingi, Kot z Cheshire czy 
Gqsienica majq najrozniejsze lcsztalty plastyczne, lctore 
olcreslajq ich charalctery. Nosnilcami znaczen sq 
przede wszystlcim: forma i ruch, gest i pantomima oraz 
muzylca. Czasem pojawia si§ piesri, czasem slowa, ale 
najcz^sciej telcst zast^powany jest nieartylculowanq 
niby-mowq. Teatr nie ilustruje literatury, lecz lcreuje 
wlasnq rzeczywistosc - niezwylclq, jalcprzystalo na 
Krain§ Czarow. 

^fLallcowej translcrypcji poddaje si§ lcazda literatura, nie 
tyllco basniowa. Z klasycznq powiesci^ realistycznq od 
dawna z powodzeniem mierzq si§ Rosjanie. Na festi- 
walu w Bielslcu-Bialej wystqpil Teatr Lalelc Szut z Woro- 
neza, polcazujqc Plaszcz Gogola. Alcalcij Alcalcijewicz 
i jego najblizsze otoczenie to jawajlci z mimicznymi 
twarzami. Animatorzy noszq maslci i tyllco chwilami 
grajq w zywym planie. Nilclosc niewiellcich lalelc 
wobec ludzi-urz^dnilcowpodlcresla plaszcz 
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monstrualnej wielkosci, lctory wypelnia calq scen§. To 
z jego zalcamarkowwylaniajq si§ lcolejne miejsca 
akcji. Zarazem jednostlcowa opowiesc o nowym przy- 
odziewku Akakija zyskuje wylcladni§ uogolniajqcq. 
Slcoro plaszcz moze decydowac o pozycji spolecznej 
czlowielca i jego losie, to staje si§ calym swiatem - 
w doslowny sposob. Artysci z Woroneza pokazali 
dopracowane lalki i bardzo dobrq animacj^, ale trady- 
cjonalizm wlelcturze Gogola i ilustracyjna rola teatru 
wobec literatury mialy w sobie cos staroswieckiego. 

^[Szukanie nowych drog latwiej udaje si§ w warunlcach 
lcameralnych niz w duzych instytucjach. Spelctald 
Tranzyt dwuosobowego zespolu Ananda Puijlc Com¬ 
pany z Holandii mial t£ zalet§, ze poszukiwal wlasnej 
opowiesci nie poprzez gotowe dzielo literackie, ale 
poprzez budowanie plastyczno-muzyczno-choreo- 
graficznych obrazow. Niezdarnosc starego czlowielca 
znalazla wyraz w „drewnianych” ruchach lalki zderzo- 
nych z ruchem mlodego ciala alctorki, przyglqdanie si§ 
samemu sobie - w spotkaniach lalki ze swym sobo- 
wtorem, a oddalanie si§ od swiata czlowielca bliskiego 
smierci - wzachwycie nad zyciem, upostaciowanym 
na przyldad w kobiecie ubranej w pi^lcnq sulcni^. Ani- 
macja, ruch sceniczny, lcostiumy i muzylca budowaly 


aur^ ; dzi^ki lctorej lcazdy widz mogl po swojemu inter- 
pretowac los bohatera - lalki ozywianej przez swoje 
powi^lcszone alter ego. 

Holenderki w Tranzy tie wyvazity lalkami smutelc, zas 
Czesi z Liberca (Naivni divadlo Liberec) - wesolosc. 
Prosta historyjka dla dzieci pt. Budulinek (Opowiesc 
o sluchaniu) wniosla orzezwiajqcq porcj§ humoru, 
wydobytego ze wszystlcich elementowprzedstawie- 
nia. Zabawna byla juz sama opowiesc o dziadlcach - 
czynnych weteranach rock and rolla, gluchych od 
nadmiaru decybeli - opielcuj^cych si§ wnukiem, kto- 
rego nieposluszeiistwo nalcr^ca alccj§, zas posluszen 
stwo sprowadza prawdziwe lclopoty. Zabawne sq 
wszystlcie lalki (Iqcznie z obrazonq papugq), a talcze 
relcwizyty (maly/duzy autobusik). Opowiesc, prze- 
platana muzylcq na zywo, jest jawnq zabawq moty- 
wami basniowymi, inteligentnie pokazujqc widzom, 
ze nic nie musi bye schematyczne, np. grozna 
lisica to czula matlca lisiqtelc, dziadkowie to 
fani roclca, a ci, lctorych nie bardzo lubimy, 
mogq nas uratowac (papuga). Niewiellcie 
marionetki majq tu zniewalajqcy urolc 
i harmonizujq z bezpretensjonalnosciq 
calosci przedstawienia. 
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^[Prostotq i wdzi^lciem odznaczal si§ talcze spelctald 
dla dzieci Czarna owca Teatrodistinto z Wloch, opo- 
wiadajqcy o tolerancji dla odmiennosci, przy uzyciu 
prostych figurek zwierzqtelc z wiej skiej zagrody. 

Dwoch aktorow w slcontrastowanych kostiumach 
(jeden bialy, drugi czarny) dyskretnie przenosilo 
opowiesc ze swiata zwierzqt do swiata ludzi. 

^fW programie festiwalowym znalazl si§jeszcze szcze- 
golny polcaz sztuki lalkowej - oryginalny wayang 
Jculit z Indonezji. Przepi^kne lalki cieniowe, 
mistrzowsko animowane przez dalanga z towarzy- 
szeniem gamelanu, zalecaly si§ nie tyle przygodami 
bohaterowmalo u nas znanej Ramajany, co pla- 
stylcq, animacjq i muzylcq. Trwajqca przez wield tra- 
dycja indonezyjskiego teatru cieni budzi podziw, 
a zarazem przypomina, ze lalki sq wieczne. 

qZ drugiej strony sam falct uzycia lalelc nie przesqdza 
jeszcze o sulccesie przedstawienia, czego przyldadem 
na festiwalu byl Dybuk pomiqdzy dwoma swiatami 
zaprezentowany przez Shmuel Shohat Theater 
Company (wkoprodukcji z Habimah - National 
Theater of Israel) z Tel Awiwu (Izrael). Mistyczny ldi- 
mat Dybulca przegral w zderzeniu z estradowq lcon- 
wencjq teatralnq, a lalki grzeszyly tandetq. 

% Polskie propozycje festiwalowe byly atralccyjne, ale 
nielallcowe lub „malo lallcowe" jalc swietny pod wzgl^- 
dem alctorskim Sion i Kwiat Grupy Coincidentia z Bia- 
legostolcu (rez. Robert Jarosz), ambitne pod wzgl^dem 
problemowym Swiatelko Opolskiego Teatru Lalki 
i Alctora (rez. Marian Peclco) oraz oryginalny pod 
wzgl^dem uzycia multimediow Najmniejszy bal swiata 
Teatru Baj Pomorski z Torunia (rez. Pawel Aigner). 
Intrygujqcy plan lalkowy pojawil si§ w propozycji 
pozafestiwalowej - Snie nocy letnie j- pokazanej przez 
gospodarzy, ale to temat na oddzielnq opowiesc. 
Pozostale dwie propozycje Teatru Lalelc Banialuka: 
Mala Syrenka oraz Pierscien i roza uzywaly lalelc 
szczqtlcowo lub wcale. 

^[Wspomniane trzy polskie propozycje, lctore znalazly 
si§ w programie lconlcursowym festiwalu, to zbyt malo, 
by ferowac uogolnienia, niemniej ich odmiennosc od 
propozycji zagranicznych zwracala uwag£. Zwlaszcza 
ze wszystkie trzy to przedstawienia udane, atralccyjne, 
doceniane juz i wyrozniane przy innych olcazjach. 

^[Wszystkie opierajq si§ na literaturze - Sion i Kwiat to 
adaptacja powiesci Briana Pattena, dwa pozostale to 
dramaty autorstwa Maliny Przeslugi. Wszystkie 
budujq swojq atralccyjnosc wizualnq na alctorach prze- 
branych w znacz^ce lcostiumy (m.in. Kwiat, Kapec, 
Poduszlca, zbuntowana nastolatlca w dresie i tramp- 
leach) oraz na dopracowanej scenografii wspomaganej 
multimediami. WSloniu i Kwiecie dominuje wielo- 
funlccyjne pudlo z lcartonu wrzucone w afrylcarislcq zie- 
leri (seen. Pavel Hubiclca), w Swiatelku wyolbrzymione 
przedmioty codziennego uzytlcu (Eva Farlcasova), 
w Najmniejszy m balu swiata telewizyjna „lcuchnia” 
z blue box, lcamerami i reflelctorami (Jan Polivlca). We 
wszystkich waznq funlccj^ pelni muzylca (w Sloniu 



i Kwiecie - na zywo w alctorskim wylconaniu Roberta 
Jurco). Trzej rezyserzy: Robert Jarosz, Marian Peclco 
i Pawel Aigner zrealizowali udane przedstawienia, 
bazujqc na trzech wartosciach: telcscie, alctorstwie 
i efelctach scenicznych. Jedno, czego najmniej potrze- 
bowali, to lalki. Tyllco w Sloniu i Kwiecie zostaly one 
uzyte, raz jalco animanty wzabawnej scenie o roba- 
lcach-teatromanach, a poza tym jalco telcturowe wize- 
runki roznych mieszlcaricow dzungli. Bohaterami 
Swiatellca sq przedmioty: lcapcie, budzilc, poduszlca, 
mis, szpitalne lozlco, ajednalcuznano, zewlcazdej 
z tych rol lepiej wypadnie alctor zywoplanowy udajqcy, 
ze nie jest czlowiekiem. Metaforycznosc poetyckiego 
telcstu i delilcatny humor, wynilcajqcyw telcscie Maliny 
Przeslugi z relacji przedmiotow do ludzi, zostal zamie- 
niony na alctorskie blaznowanie, spointowane szpi- 
talnq psychodramq. Dobrzy alctorzy Opolskiego Teatru 
Lalki i Alctora ratujq przedstawienie, a swietny dramat 
broni si§ sam, niemniej bralcwiary wmozliwosci 
wyrazowe lalki jest w tym przypadlcu uderzajqcy. 
Podobny przyldad to toruriski Najmniejszy bal swiata. 
Pomysl przeniesienia alccji do studia telewizyjnego 
jest prawdziwie atralccyjny, a alctorstwo, zwlaszcza 
Dominilci Milieus i Krzysztofa Pardy, ujmujqce i wiary- 
godne, niemniej sztulca Maliny Przeslugi dawala 
doslconale pole do popisu lallcarzom. Przejscia od 
swiata istot duzyeh do malych i z powrotem, milosc 
Komara do Pchellci-przytulanlci, „nieludzlcosc” Polcur- 
cza, lctory moze si§ rozpadac i slcladac, Oczlco w Raj- 
stopie i Ciarlci jalco postacie - wszystlco to mogloby 
zach^cic rezysera i scenografa do wylcreowania pomy- 
slowych animantow, dzi^lci lctorym opowiesc o przy- 
godach niegrzecznej dziewczynlci stalaby si§ basniowq 
przypowiesciq o dorastaniu, a nie pochwalq resocjali- 
zujqcej mocy programow telewizyjnych. 

^[Powtorzmy: wszystkie trzy polskie lconlcursowe przed¬ 
stawienia sq bardzo dobre, ale ich zwiqzelc z teatrem 
lalelc jest nilcly. Ta lconstatacja nie stanowi zarzutu, bo 
najwazniejsza jest artystyezna jalcosc dziela. Wqtpli- 
wosci rodzq si§ z lcontelcstu, czyli Mi^dzynarodowego 
Festiwalu Sztuki Lallcarslciej. 

26. Mi^dzynarodowy Festiwal Sztuki Lalkarskiej, Bielsko-Biafa, 
22-25 maja 2014 
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D espite the passage of time, the Festival held in Bielslco-Biala 

remains loyal to its name, i.e. it attempts present “puppetry art" 
Such determination is praiseworthy in the face of the domina¬ 
tion of the actor in the Polish “puppet theatre" Fortunately, the 
Festival is oriented towards the world, and in numerous European coun¬ 
tries (by no means exclusively) the art of puppetry is faring well and thus 
opportunities for selection are extensive (dates and finances, however, 
could pose a problem). The shows displayed in Bielslco-Biala across the 
years have offered the Polish puppet milieu an opportunity for becoming 
acquainted with the interesting proposals made by foreigners and 
encouraged not to abandon the puppets; on the contrary, they urged to 
seek new possibilities and usage. This time, the festival had a lot to offer! 
^[Much excitement was caused by The Table , a production featured by the 
Blind Summit Theatre from London, which enthralled the audience by its 
masterly animation of the puppets and brilliant narration maintained in 
the stand-up comedy style. The spectators saw a simple table, and on it 
a rather unassuming puppet: the bald head of an elderly man made 
of beige cardboard and placed on a fragile body. The angular face displays 
a short beard made of cardboard and a sulky, unchanging expression. 

No tricks, no moving lips, eyeballs or eyebrows. Heavy drooping eyelids, 
a hooked nose, and a faint sarcastic grimace - at first glance, nothing 
much, but each member of the audience could have sworn that he saw 
smiles, anger, and daredevil glances, a whole gamut of facial expressions. 
The puppet's body is disproportionately short in relation to the head, 
which reaches the stomach. Made of grey fabric, the soft and pliable body 
easily succumbs to animation. Wooden hands (removable, as we shall see 
in a moment) and feet wearing shoes made it possible to produce the 
effect of blows or tapping. Three puppeteers work the puppet right in front 
of the audience; they wear neutral black clothes, and the whole purpose 
of their presence on stage comes down to their actual function of anima¬ 
tors totally focused on the puppet. 
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oo ^[The miracle of animation is achieved in several ways, 

the first being motion. One of the puppeteers (Mark 
Down, the artistic director of the of Blind Summit The¬ 
atre) sets into motion the puppet's head and left hand, 
while the right hand and the body are manipulated by 
Sean Garratt, and Irena Stratieva moves the legs. There 
is a discernible affiliation with the principles of the 
Bunraku theatre, in which the chief manipulator is 
responsible for the head and the right hand, the sec¬ 
ond - for the left hand, and the third - for the legs (or 



1 ^ speech. In the Bunraku theatre the lines of all the pro- 
tagonists are sung by a narrator sitting on the side, but 
sl in The Table the whole text is delivered by the main 

^ puppeteer (Mark Down). Ostensibly, this is a mono- 

o logue of a puppet, albeit one aware of the fact that it is 

^ a puppet and, in addition, a puppet on a table watched 

1 by gathered spectators. Moses, this being the name 

2 of the dramatis persona , airs his views about various 

:§ topical issues, and, at the same time, turns directly 

Q towards members of the audience, provokes them, 

15 jokes, and makes references to the present day, i.e. the 

| fact that he had found himself at the festival in Bielsko- 

Q -Biala. Furthermore, he frequently comments on 

being a puppet, talks with the puppeteers-manipula- 
tors, complains or expresses his wishes. 

It At a certain moment Sean Garratt goes backstage and 
thus deprives one of the hands of its manipulator. 
Moses now demands his rights, grumbles, and cries 
out, turning to the audience for help and even kneel¬ 
ing in a gesture of supplication. Finally, one of the 
spectators - after all, the festival audience includes 
also puppeteers - decides to go on stage and replace 
the absent artist. To the accompaniment of loud 
applause he takes hold of Moses' limp hand and 
accepts the protagonist's profuse thanks, but then - 
what misfortune! - the wooden hand falls off. The ter¬ 
rified volunteer does not know what to do, while 
Moses makes acrid comments and the audience rolls 


in the aisles, since the whole scene is extremely funny. 
Naturally, a person of a glum disposition could say 
that there is nothing comical about losing a hand, but 
he would be wrong, because we are no longer in 
a world of psychological realism but in a puppet thea¬ 
tre. A puppet does not feel any pain and does not “live" 
in the manner of a human being but is alive in the 
fashion of a puppet. The British puppeteers illustrated 
this fact with genuine mastery. 

While holding a discussion with the puppeteers as well 
as with God Himself, Moses inquires about his condi¬ 
tion as a puppet. He is fond of his living space even 
though it is only a table. Leaving it, he tries to return to 
the tabletop as soon as possible. He also likes himself - 
his body, even though it is mere cardboard and fabric, 
as well as his “intellect" which he strongly emphasises. 
Moses is intelligent, witty, and clever as well as sexy 
(or so he thinks). The very essence of his comic char¬ 
acter lies in the hiatus between the worthlessness 
of a small puppet held by the actors and his conviction 
that he is a creature of importance entitled to issue 
orders to the puppeteers, to comment about the 
world, politics, and religion, and to enjoy certain 
rights, to harbour ambitions, and to cherish hope. 
Moses is proud, has a vivid personality, and, at the 
same time, is tremendously funny in his self-assured¬ 
ness contrasted with the frailty of existence - it is sim¬ 
ply impossible to dislike him! 

The comic aspect of the production features nume¬ 
rous dimensions. It is to be found not only in the words 
of the witty monologue delivered by Moses and the 
comments of the chief manipulators, but predomi¬ 
nantly in animation as such. The motion of the pup¬ 
pet, its gestures and steps, and the twists and turns 
of the nubile body express more than words. The 
manipulation of Moses' legs reaches the pinnacle 
of mastery, making it difficult to believe that so much 
can be expressed by walking: small or big steps, bent 
knees, stamping, leaps, and endless animation 
nuances portray the character of the protagonist bet¬ 
ter than a thousand words could do. This is genuine 
“body language"! If anyone doubts that a puppet is 
capable of evoking so many assorted nuances of the 
human psyche, he should immediately see the specta¬ 
cle given by the Blind Summit Theatre! 

% The foundation of the puppet theatre lies in the visual 
arts in motion; for this reason so much depends on the 
force with which the puppet, conceived as a visual arts 
sign, affects the spectators. Frank Soehnle, who in 
Bielslco-Biala presented Wunderlcammer - Cabinet 
of Curiosities from Pforzheim (Germany), is an out¬ 
standing searcher and creator of new animants. 

He appeared together with other students of the great 
Albrecht Roser: Alice-Therese Gottschallc and Raphael 
Miirle, interested not so much in telling a story as in 
the puppet as a phenomenon. Here, the visual arts 
imagination of the artists knows no bounds and each 
animanti s a new creation. Some puppets are 
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variations on the theme of musical instruments, 
others possess animal traits, while still others exist to 
demonstrate the infinite visual arts potential of the 
theatrical puppet and its freedom as compared to the 
limitations of the human body, dependent on such 
laws as gravity or the flexibility of joints. The puppets 
were dominated by marionettes, albeit ones distant 
from miniature humanoids. The characters were com¬ 
posed at best of fragments resembling the human 
body: a head combined with legs; two heads and 
hands, but no legs; a head and hands attached to 
a body resembling a caterpillar; sometimes just hands, 
which in another scene turn into the wings of a bird. 
An ant-like creature crawls out of a fish tank to lay an 
egg, which produces a transparent mutation. The 
world of puppets is full of curious beings. Some dem¬ 
onstrate their interest in man, stroke his hair, creep 
along his back, and crave attention or call for help, as 
in the case of a tiny creature dreaming about flying 
with a kite and asking the puppeteer to provide it with 
such an opportunity. 

^[The formal search conducted by Frank Soehnle and 
his collaborators comprises a sui generis laboratory 
putting puppetry inventions to a test. Their shape and 
animation potential gives rise to a micro-story. The 
onset of artistic events is embedded in the puppet and 
not in the idea that the director wishes to pass on 
while selecting suitable means of expression - this 
type of the theatre prevails in Poland at present. 

A different sort of laboratory was shown by Spaniards 
from Cartagena (Onirica Mecanica - Ferroluar) in the 
para-spectacle Fragile , a monologue of sorts illus¬ 
trated by the multimedia and interrupted by shows 
of complicated robots. Here, reflections focused on 
the virtues and failings of modernity, unhalted techni¬ 
cal progress, and man's feeling of being lost in an 
increasingly mechanised world. The greatest impres¬ 
sion was made by a robot devised to show the sort 


of tenderness that man lacks in his daily life - it cud¬ 
dled the actor and caressed his head. Will robots 
replace man in all domains of life? - the authors asked. 
What will happen to us? Puppeteers find it easier to 
tackle the question about the life of artificial creatures 
since they have daily contact with the "life" of anim- 
ants and are capable of bringing puppets to life and 
thus to come to terms with them. 

^[Original puppets can be attractive as such, but they 
pass the test brilliantly also in adaptations of litera¬ 
ture: fantasy, fairy tales, and magic. As a rule, the best 
effects are achieved by translating the magic of litera¬ 
ture into that of the theatre, a principle illustrated by 
Wonderland shown by the Portuguese Teatro de Mari- 
onetas do Porto. Here, motifs from Alice's Adventures 
in Wonderland are expressed in the rich diversity 
of animated forms. Use was made of masks, tintama- 
reslcas, shadows, marionettes, and a variety 
of unnamed puppets held by the actor. Alice - a bru¬ 
nette with an evenly cut fringe - brings to mind the 
original model of the protagonist, the ten-year old 
Alice Liddell, and not the fair-haired girl popularised 
by the "canonic" illustrations by John Tanniel. The 
enlargement and reduction of Alice have been sup¬ 
planted by a great number of puppets - the dramatis 
persona is small or large, dressed in white or black, 
and manipulated by a single puppeteer or as many as 
three actors. At the Mad Hatter's tea party she is a pas¬ 
sive participant whose hands and legs can be ripped 
from her body by the Hatter and the March Hare (tin- 
tamareslcas) and who can be drowned in a teacup. 
When the Queen of Spades orders Alice to be 
beheaded, the girl's head is removed from her body 
(similar to a tailor's dummy), while upon other occa¬ 
sion in this scene Alice's lines are said by an actress, 
whose head, lit from below by a tray ringed with 
lamps, produces the effect of being severed from the 
body. Flamingos, the Cheshire Cat or the Caterpillar 
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possess assorted shapes defining their characters. The 
carriers of meanings include primarily form and 
motion, gesture, pantomime, and music. A song or 
words appear but, as a rule, the text is supplanted by 
inarticulate pseudo-speech. The theatre does not 
illustrate literature but creates its own unusual reality, 
as befits a Wonderland. 

Puppet transitions encompass all literature, not only 
fairy tales. For long the Russians have been success¬ 
fully tackling the classical realistic novel. The Festival 
in Bielslco-Biala featured the Shut Puppet Theatre 
from Voronezh and its version of The Overcoat by 
Gogol. Akakiy Alcakievitch and his closest entourage 
are Java puppets with expressive faces. The manipula¬ 
tors wear masks and only sometimes play as actors. 
The diminutiveness of the puppets in relation to peo¬ 
ple-civil servants is stressed by a coat of monstrous 
size filling the whole stage; from its nooks emerge 
successive settings for the plot. At the same time, the 
story about Akakiy's new overcoat gains a generalising 
interpretation. Since a coat can be decisive for a man's 
social position and his plight it becomes literally the 
whole world. The artists from Voronezh showed well- 
conceived puppets and excellent manipulation, but 
the traditionalism of reading Gogol and the illustrative 
role of the theatre vis a vis literature seemed to be 
somewhat old-fashioned. 

lit is easier to seek new paths in small-scale conditions 
than in large institutions. The merit of Transit , shown 
by a two-person company from The Netherlands - the 
Ananda Puijk Company - lies in the fact that it sought 
its story not via a literary work, but by constructing vis¬ 
ual arts-musical-choreographic imagery. An old 
man's clumsiness was expressed in the “stiff" move¬ 
ments of the puppet contrasted with the motion of the 
body of a young actress, while the puppet's self-obser¬ 
vation - in meetings with its doppelganger, and the 
increasing distance from the world experienced by 
a man close to death - in enchantment with life, per¬ 
sonified, for instance, by a woman wearing a lovely 
gown. Animation, stage motion, costumes, and music 
created an ambiance thanks to which every spectator 
could in his own way interpret the fate of the protago¬ 
nist-puppet animated by its magnified alter ego. 

In Transit the Dutch puppeteers expressed sadness, 
while the Czechs from Liberec (Naivni divadlo 
Liberec) - joy. A simple children's story: Budulmek 
(A Fairy-tale about Listening) introduced a refreshing 
dose of humour extracted from all the elements of the 
spectacle. Already the story about grandparents-active 
veterans of rock and roll, deaf from excess noise, was 
comical; they take care of a grandson whose disobedi¬ 
ence sets the plot into motion and whose deference 
produces real trouble. All the puppets (including an 
offended parrot) and props (the small/large bus) are 
also funny. The tale, intermingled with live music, is 
an outright game played with fairy-tale motifs, cleverly 
showing the audience that nothing has to be 



schematic, e.g. the menacing she-foxis a tender 
mother of her offspring, grandparents are rock fans, 
those whom we do not like much can become our sav¬ 
iours (the parrot). Here, the small marionette exudes 
overwhelming charm and remains in accord with the 
unpretentious character of the whole spectacle. 
Simplicity and allure were also the features of The 
Black Sheep, a production addressed to children by 
Teatrodistinto from Italy, telling about tolerance for 
the different by using the simple figures of farm ani¬ 
mals. Two actors wearing contrasting black and white 
costumes discreetly transferred the story from the 
world of animals to that of people. 

^fThe festival programme included another special 
demonstration of the art of puppetry - an original way- 
angkulit from Indonesia. Stunning shadow puppets 
manipulated by a dalang and accompanied by 
a gamelan captivated the audience not so much by 
showing the adventures of the protagonists of Rama- 
yana, little known in Poland, as by the visual arts, the 
animation, and the music. The admirable centuries- 
old tradition of the Indonesian shadow theatre also 
recalls that puppets are eternal. 

% On the other hand, the very fact of using puppets is not 
decisive for the success of a given spectacle, as evi¬ 
denced by Dybbuk Between Two Worlds presented by 
the Shmuel Shohat Theater Company (in coproduc¬ 
tion with Habimah - National Theater of Israel) from 
Tel Aviv. Here, the mystical aura of Dybbuk failed in 
confrontation with the theatrical convention, and the 
puppets were simply tawdry. 

^[Polish festival proposals were attractive but non-pup¬ 
pet or “low-puppet" as in the case of Sion i Kwiat (The 
Elephant and the Flower), shown by the brilliant 
actors of Grupa Coincidentia from Bialystolc (director 
Robert Jarosz), the ambitious Swiatelko (Lights), a pro¬ 
duction of the Teatr Lalki i Alctora Opole (direction 
Marian Peclco), and Najmniejszy bal swiata (The Small¬ 
est Ball in the World), staged by the Baj Pomorski from 
Torun (director Pawel Aigner), outstanding for an 
original use of the multimedia. Intriguing puppets 
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appeared also in a proposal shown outside the festival 
- The Midsummer Night's Dream featured by the festi¬ 
val hosts, albeit this is already a topic for another 
study. The remaining proposals of the Banialulca Thea¬ 
tre: Mala Syrenka (The Little Mermaid) and Pierscieh 
i roza (The Rose and the Ring) made only partial use 
of puppets or totally refrained from them. 

^[The above-mentioned Polish productions, part of the 
festivals' competition programme, are insufficient to 
suggest any sort of generalisations; nonetheless, their 
difference from foreign offers attracted attention, 
especially considering that all three - successful and 
attractive - had been appreciated and distinguished 
already upon other occasions. 

^The spectacles in question are based on literature - The 
Elephant and the Flower is an adaptation of a story by 
Brian Patten, and the other two are plays written by 
Malina Przesluga. The visual attraction is based on 
actorswearing evocative costumes (i.a. Flower, Slip¬ 
per, Pillow, a teenage rebel in sneakers and a tracksuit) 
together with carefully devised sets assisted by the 
multimedia. The Elephant and the Flower is dominated 
by a multifunctional cardboard box thrust into African 
vegetation (stage design by Pavel Hubiclca), Swiatellco 
contains magnified versions of daily use items (Eva 
Farkasova), and Najmniejszy bal swiata - a TV "hinter¬ 
land” with a blue box, cameras, and spotlights (Jan 
Polivlca). In all cases an important part is played by 
music (in The Elephant and the Flower preformed on 
stage by Robert Jurco). Three directors: Robert Jarosz, 
Marian Peclco, and Pawel Aigner staged successful 
productions by basing themselves on three assets: the 
text, the acting, and stage effects. The one component 
they needed the least were the puppets, used only in 
The Elephant and the Flower as animants in a witty 
scene about insects-theatre lovers and as cardboard 
likenesses of assorted inhabitants of the jungle. The 
protagonists of Swiatellco are objects: slippers, an 


alarm clock, a pillow, a teddy bear, and a hospital bed, 
but the authors recognised that each of those parts 
would be better performed by an actor pretending that 
he is not a human being. The metaphorical nature 
of the poetical text and its delicate humour, which in 
the text by Malina Przesluga follows from the attitude 
of objects towards people, were changed into clown¬ 
ing, whose punchline was a hospital psychodrama. 

The excellent actors of the Opole Puppet and Actor 
Theatre saved the spectacle and the brilliant play 
needs no saviours, but in this case a lack of faith in the 
expressive potential of the puppets is striking. Naj¬ 
mniejszy bal swiata is an example of a similar app¬ 
roach. The idea of transferring the plot to a TV studio is 
truly attractive, and the acting - in particular the parts 
played by Dominika Milieus and Krzysztof Parda - is 
captivating and credible, but the play by Malina 
Przesluga offered an excellent opportunity for puppet¬ 
eers. Transitions from the world of large creatures to 
that of small ones, and back again, the love of the Mos¬ 
quito for the Flea-soft toy, the "inhuman” Shrimp, 
which can be pulled to pieces and put together again, 
the Tights Ladder, and Shivers - all could encourage 
a director and a stage designer to create ingenious ani¬ 
mants , thanks to which the story about the adventures 
of a naughty girl would become a fairy-tale narrative 
about growing up and not a tale praising the resociali¬ 
zation impact of TV programmes. 

^[Once again: all three Polish spectacles are very good 
but their links with the puppet theatre are slight. This 
conclusion is by no means an accusation, since the 
most significant element is the artistic quality 
of a given work. Any doubts are the outcome of the 
context, i.e. the Festival of Puppetry Art. 

26th International Festival of Puppetry Art, Bielsko-Biala, 

22-25 May 2014 
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T eatr Banialuka od wielu lat organizuje lcursy i zaj^cia sluzqce 

spotkaniom wybitnych tworcow swiatowego teatru lalelc i teatru 
formy z polskimi artystami, instruktorami sztuki i pedagogami. 
Dzi^ki tej tradycji warsztaty teatralne w Bielsku-Bialej prowadzili 
mi^dzy innymi Peter Schumann (USA), losef Krofta (Czechy), Leszelc 
Mqdzilc (Polska), Joan Baixas (Hiszpania) czy Richard Bradshaw (Austra¬ 
lia). W czasie tegorocznego Mi^dzynarodowego Festiwalu Sztuki Lalkar- 
skiej, 24 maja, mialo miejsce robocze spotlcanie poswi^cone animacji 
przedmiotu prowadzone przez Franka Soehnlego, Alice-Therese 
Gottschalk i Raphaela Miirlego. Wzi^lo w nim udzial kilkanascie osob pra- 
cujqcych artystycznie z roznymi grupami - w szlcolach, domach lcultury, 
organizacjach pozarz^dowych i innych placowkach edukacyjnych. 


if Najwazniejsze bylo dla mnie podqzanie za animowanq materiq - bezgra- 
niczne wczuciesiq, wpatrzenie, wsluchanie w niq. Alice, Raphael i Frank 
poprowadzili nas piqlcnq drogq poznania, pracowali z nami w sposob, Ictory 
w teatrze lubiq najbardziej: Iqczqcy rzeczowosc (cenne techniczne wska- 
zowki, pomyslowe cwiczenia doskonalqce warsztat) z pewnego rodzaju kon- 
templacjq. Tak, to byla kontemplacja przedmiotu, w najglgbszym tego slowa 
znaczeniu: jalcijest, He wazy, jakiego rodzaju ruchu si$ domaga, na czym 
polegajego niepowtarzalnosc i podmiotowosc, Ictorq moze unaocznic 
uwazny lallcarz. B$d$ czerpac z tego doswiadczenia w mojej pracy teatralnej 
z dziecmi i mlodziezq. (Renata Morawslca - teatrolog, instrulctorka 
teatralna) 


if Calodzienny warsztat mial charakter intensywnego procesu poznawania 
wlasciwosci roznych materialow i przedmiotow - podstawowego two- 
rzywa lalkarskiego rzemiosla. Folia, jablko i papier posluzyly uczestnilcom 
jalco mo dele do nauki roznorodnych technik animacyjnych, a ukryty 
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wnich potencjal ruchu i dzialania byl glownym celem 
indywidualnych i zespolowych poszulciwari. Niemiec- 
-cy artysci niestrudzenie lderowali uwag£ i wysillci 
grupy na sam przedmiot i na sygnafy, jalde on wysyla. 
Podpowiadali i pokazywali mechanizmy ozywiania 
materii, przestrzegajqc rownoczesnie przed narzuca- 
niem jej swoich rezyserskich i inscenizacyjnych wizji. 
Podkreslali tez potrzeb^ cierpliwego i swiadomego 
budowania relacji z animowanym przedmiotem. Ten 
wlasnie aspelct doswiadczenia warsztatowego wydaje 
si§ najbardziej interesujqcy i odkrywczy - przesuni^- 
cie akcentu z pierwszoplanowej roli animatora w pro- 
cesie tworczym na indywidualnq „osobowosc" przed- 
miotu, lctory rowniez uczestniczy wkreacji. W tym 
duchu, zapraszajqc grup§ do wykonania lallcowych 
postaci w drugiej cz^sci warsztatu, Alice Gottschallc 
podlcreslila, ze zawsze ciekawe jest tworzenie figur 
innych niz te wzorowane na budowie i zachowaniu 
czlowielca: Kiedy w teatrze lalelc tworzymy postac 
ludzlcq, probujemy nasladowac siebie samych, odwolu- 
jemysiq do tego, co znamy najlepiej. Tymczasem czlo- 
wiekjestbardzo zlozonqfigurq - ma mnostwo elemen- 
tow konstrukcyjnych, lctorych nie bqdziemy w stanie 
odtworzyc. Z drugiej strony lallca moze wylconywac wiele 
talcich ruchow i dzialan, jakie niesq dostqpne czlowie- 
Icowi. To jest szczegolnie cielcawy obszar do poznania 
i eksperymentow. Tu tez docieramy do tematu, ktory 
pasjonowal wielu - co wlasciwie odroznia lallcq od 


czlowielca? Podczas warsztatu uczestnikom stworzono 
wiele olcazji, by mogli samodzielnie odpowiedziec na 
to pytanie. A talcze by zdobyli praktyczne umiej^tnosci 
i nowe spojrzenie na wlasne dzialania w obr^bie tea- 
tru amatorskiego. 

Folia. Grupa ma do dyspozycji duzq placht^ folii 
malarskiej, lctorq rozposciera na calq szerolcosc. Kazdy 
z uczestnikow stojqcych w kole przytrzymuje brzeg 
folii, leldco jq napinajqc. Alice Gottschallcldadzie na 
tafli materialu niewielkq marmurowq lcullc^. Cwicze- 
nie polega na podawaniu jej sobie poprzez wprawia- 
nie w ruch folii, talc by lcullca trafila do lcazdej osoby 
w lcr^gu. Nast^pnie na plaszczyzn^ folii zostaje wylana 
niewiellca ilosc wody. Uczestnicy lcolejno ldadq si§ na 
plecach na podlodze, a grupa porusza materialem 
w talci sposob, by woda uwi^ziona w folii oplywala 
twarz lezqcej osoby. W ostatniej fazie cwiczenia zada- 
niem grupy jest spontaniczna animacja folii bez poro- 
zumiewania si§ slowami i poszulciwanie wspolnego 
rytmu dzialan. 

Jabllco. Uczestnicy trzymajq w dloni zawieszone na 
sznurlcu jabllco. Frank Soehnle rozpoczyna swojq lelc- 
cj§ animacji od najprostszego dzialania: wprawienia 
wiszqcego przedmiotu - wahadellca w ruch, a nast^p- 
nie zatrzymania go. Slcupia si§ na odnalezieniu srodlca 
ci^zlcosci jabllca i na zsynchronizowaniu wlasnego 
oddechu z ruchem bqdz statycznosciq przedmiotu. 
Nast^pnie lconcentruje uwag£ grupy na wyraznym 
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ukierunlcowaniu lcazdego wykonywanego ruchu, czyli 
na jego celowosci. Zadaje prowolcujqce, a zarazem 
inspirujqce pytanie: Kto wlasciwie kogo porusza?My 
przedmiotczy on nasi Uczestnicy cwiczq po lcolei rozne 
warianty ruchu swoich obielctow, a potem w mafych 
grupach tworzq uldady choreograficzne, wykorzystu- 
jqc to, czego si§ nauczyli wczesniej. 

Papier. Uczestnicy pracujq wkillcuosobowych zespo- 
lach. W ciqgu trzydziestu minut lcazda grupa ma stwo- 
rzyc wlasnq lallc^, majqc do dyspozycji papier, 
nozyczki i tasm§ ldejqcq. Potem wszyscy przyst^pujq 
do animacji swoich figur. Ich zadaniem jest wylconanie 
zaledwie killcu prostych ruchow - pokazanie jalc lallca 
spi, miarowo oddychajqc, budzi si§, rozglqda doolcola 
i znow zapada w sen. Na lconiec wszystkie grupy pre- 
zentujq swoje etiudy, a pozostali uczestnicy dzielq si§ 
swoimi spostrzezeniami i reflelcsjami poczynionymi 
z perspelctywy widza. 

Warsztaty prowadzone przez mistrzow animacji byly dla 
mniefantastycznym przezyciem. Nie nabylam umiejgt- 
nosci doskonaiego prowadzenia marionetki , aleszuka- 
nie srodlca cigzkosci jabllca na sznurku to swietny poczq- 
tek nauki i dobra zabawa. Poczucie wspolnoty nie tylko 
z wspoluczestnilcami, ale rowniezzprzedmiotem war- 
sztatowym i emocjezwiqzanez„zyciem” tego przed- 
miotu, wymyslanq dla niego przeze mnie historiq byly 
czyms ozywczym i bardzo inspirujqcym. Przekonalam 
si%, ze zabawa - nawetjesli jest to cierpliwe cwiczenie 
umiejgtnosci pracy zprzedmiotem - Ictora mnie cieszy 
i skupiam si$ na niej, bqdzie interesujqca dla widza, dla- 
tego wylcorzystam t$ technikg w pracy z dziecmi i mlo- 
dziezq w prowadzonych przeze mnie grupach teatral- 
nych. Warsztaty dodaly mi rowniez odwagi 


w stosowaniu technik plastyki i animacji przedmiotu 
w tworzeniu spektaklu. Aktualne przedstawienie mojej 
grupy teatralnej tuz po warsztatach zyskalo jeszcze dwie 
samodzielnie wykonane przeze mnie lalki. A nowy pro- 
jekt, nad Ictorym pracujg, zalclada wlqczeniejeszcze 
wigkszej ilosciplastyki i animacji... (Anna Maslca, grafilc, 
pedagog, instruktorka teatralna) 

^[Warsztat Banialuki zostai zorganizowany w szczegol- 
nym, festiwalowym kontekscie i dla szczegolnej grupy 
odbiorcow - dla osob dzialajqcych aktywnie i z pasjq 
w teatrze amatorskim. W przeddzien spotlcania z arty- 
stami prowadzqcymi zaj^cia wszyscy uczestnicy obej- 
rzeli spektaldwichwykonaniu Wunderlcammer. Gabi- 
net Osobliwosci. Ten pi^kny i niezwylde widowiskowy 
pokaz lcunsztu animacyjnego wyznaczyl wazne punlcty 
odniesienia dla pozniejszych warsztatowych doswiad- 
czeii. Nadal gl^bszy sens i znaczenie wszystkim 
proponowanym cwiczeniom, choc ich przedmio- 
tem byly obielcty talc zwyczajne, jalc folia, papier 
czyjabllco. 


Faktem jest, ze wielu ludziom brakuje slow na wyrazenie tego, 
co widz^ i czuj^ w zetkni^ciu ze sztuk^ teatru lalek. Podczas 
warsztatow maj^ natomiast okazj^ uswiadomic sobie, co dzie- 
je si^ w danym momencie animacji. To bardzo wazna lekcja dla 
widzow, dziennikarzy,artystow i pedagogow... Wszyscy oni, 
dzi^ki temu doswiadczeniu, zyskuj^ mozliwosc zrozumienia, 
w jaki sposob i na jakim artystycznym poziomie rozgrywa si^ 
widowisko. Tak wi^c, warsztaty pozwalaj^ nam ksztaltowac 
partnerow dialogu o sztuce lalkarskiej, a takze j\ rozwijac. 
(Frank Soehnle) 
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F or many years the Banialuka Theatre has been organising cours¬ 
es and classes designating meetings involving outstanding rep¬ 
resentatives of the world puppet theatre and the theatre of form 
with Polish artists, art instructors, and pedagogues. Thanks to 
this tradition the Bielslco-Biala workshops have been conducted by, i.a. 
Peter Schumann (USA), losef Krofta (Czech Republic), LeszekMqdzik 
(Poland), Joan Baixas (Spain) or Richard Bradshaw (Australia). On 24 May, 
Frank Soehnle, Alice-Therese Gottschallc, and Raphael Mtirle held a work¬ 
ing meeting at this year's International Festival of Puppetry Art focused 
on the animation of the object. More than ten persons working with 
assorted art groups in schools, culture centres, NGOs, and various educa¬ 
tional institutions attended the event. 


^ I found the most important to be the process of closely following animated 
matter - unrestricted empathy, perception, and listening. Alice, Raphael, and 
Frank guided us along a magnificent path of cognition, and worked with us 
in a manner that I like the most in the theatre: a combination of thoroughness 
(valuable technical directives, ingenious instructions aimed at improving 
skills) and contemplation. Yes, this was a contemplation of the object in the 
most profound meaning of the word: its nature, weight, the sort of motion it 
demands, the essence of its uniqueness, and subjectivity that can be demon¬ 
strated by a careful puppeteer. I shall profitfrom this experience in my theatri¬ 
cal work with children and adolescents. (Renata Morawska - theatrologue, 
theatrical instructor) 


^The daylong workshop was an intensive procedure of becoming 
acquainted with the properties of various material and objects - the fun¬ 
damental matter of the craft of puppetry. Foil, an apple, and paper served 
the participants as models for learning assorted animation techniques, 
while the potential of motion and activity contained therein was the 


M. Wojtysiak 




prime target of individual and group quests. The Ger¬ 
man artists tirelessly focused the attention and efforts 
of the group on the object as such and the signals it 
sends. They promoted and showed the mechanisms 
of bringing matter to life, at the same time warning 
against the imposition of direction and stage design 
visions. Furthermore, they stressed the need for 
a patient and conscious creation of relations with the 
animated object. It is precisely this aspect of the work¬ 
shop experience that appears to be most interesting 
and innovative - the transference of the accent from 
the foremost role of the manipulator in the creative 
process to the individual "personality" of the object, 
which also takes part in creation. It was in this spirit 
that in the second part of the workshop Alice Gott- 
schallc invited the group to produce puppet characters 
while emphasizing that it is always interesting to pro¬ 
duce figures different from those modelled on the 
build and behaviour of man: When we create a human 
figure in the puppet theatre we try to emulate ourselves 
and refer to that , which we know the best. Meanwhile, 


man is extremely complex and with myriad construction 
elements, which we shall be incapable of recreating. On 
the other hand, a puppet may execute numerous move¬ 
ments and activities inaccessible to man. This is a partic¬ 
ularly interesting domain for study and experiments. At 
this point we arrive at a theme that manyfind fascinat¬ 
ing - what renders the puppet differentfrom man? In the 
course of the workshop its participants were offered 
numerous occasions for answering this question on 
their own as well as to gain practical skills and a new 
attitude towards work within the amateur theatre. 

^[Foil. The group has at its disposal a large sheet of paint 
foil, which it unfolds. Standing in a circle each partici¬ 
pant holds the edge of the foil, slightly stretching it 
taut. Alice Gottschalk places on the sheet a small mar¬ 
ble ball. The training consists of passing it from one 
person to another by setting the foil into motion in 
such a way so that the ball would reach everyone. 

Next, a small amount of water is poured onto the foil. 
The participants take turns to lie down on the floor and 
the group moves the foil so that the water flows over 
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the face of the reclining person. During the last phase 
of the training the task of the group consists of a spon¬ 
taneous animation of the foil without verbal commu¬ 
nication as well as a quest for joint rhythm. 

Apple. The participants hold an apple on a string. 
Frank Soehnle begins his lesson of animation from 
the simplest activity: setting the hanging object-pen¬ 
dulum into motion and then halting it. He concen¬ 
trates on finding the apple's centre of gravity and syn¬ 
chronising his breath with the motion or static 
position of the object. Next, he concentrates the atten¬ 
tion of the group on granting a distinct direction to 
every performed movement, i.e. its purposefulness. 

In doing so he poses a provoking and, at the same 
time, inspiring question: Who / what is setting whom/ 
what into motion ? Are we setting the object into motion 
or vice versa?The participants take turns to practise 
assorted variants of the motion of their objects, and 
then in small groups create choreographic configura¬ 
tions by using that what they had learned earlier. 
Paper. Here, the participants work in groups com¬ 
posed of several persons. In thirty minutes each group 
is supposed to create a puppet with paper, scissors, 
and adhesive tape. Then, everyone embarks upon ani¬ 
mating the figures. The task involves only several sim¬ 
ple motions - showing how the puppet sleeps, 
breathes regularly, awakens, looks around, and then 
once again falls asleep. Finally, each group shows its 
etude while the remaining participants share their 
observations and reflections from the viewpoint 
of spectators. 



an object, will become interestingfor the spectator; for 
this reason I shall apply this technique in working with 
children and adolescents in the theatrical groups I con¬ 
duct. The workshops also encouraged me to use the tech¬ 
niques of the visual arts and animation in the creation 
of a spectacle. Immediately after the workshops the spec¬ 
tacle staged at present by my theatrical group gained two 
puppets, which I made, while a new project on which 
I am working foresees the inclusion of an even greater 
dose of visual arts and animation. (Anna Maslca, 
graphic artist, pedagogue, theatrical instructor) 


^[1 consider the workshops conducted by the masters of ani¬ 
mation a fantastic experience. I did not acquire the skill 
of perfectly manipulating the marionette, but seeking the 



centre of gravity of an apple on a string was an excellent 
start for learning and goodfun. The feeling of a commu¬ 
nity not only with the co-participants but also with the 
workshop object and the emotions associated with its 
“life” and history, conceived by me, were extremely inspir¬ 
ing and exhilarating. I found out that thefun I focus on, 
even if it involves patient training to skilfully work with 


^The Banialulca workshop was organised in a special 
festival context and for a distinct group of recipients - 
persons actively and passionately engaged in the ama¬ 
teur theatre. On the day preceding the meeting with 
the artists conducting the workshops all the partici¬ 
pants watched a spectacle staged by their teachers - 
Wunderkammer - Cabinet of Curiosities. This brilliant 
and extremely spectacular demonstration of the art 
of animation defined important points of reference for 
subsequent workshop experiences. It also endowed 
a deeper meaning and significance to the proposed 
training, even though its objects were ordinary foil, 
paper, and apple. 


One thing I would like to mention is the fact that many peo¬ 
ple do not have words for what they see and feel in puppetry. 
In the course of the workshops, on the other hand, they are gi¬ 
ven an opportunity to become aware of what happens at the 
moment of animation. This is an extremely important lesson 
for the audience, the press, the artists and the teachers... Be¬ 
cause they all will have words to express when and how and in 
which quality puppetry happens. So, workshops give us the 
opportunity to create dialogue partners and develop the art 
of puppetry. (Frank Soehnle) 
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W ramy drugiego Przeglqdu Nowego Teatru dla Dzieci zmiesci- 
lo si§ sporo spelctaldi iwydarzeri towarzyszqcych, polqczo- 
nych wspolnq ideq. Nielconwencjonalnosc, omijanie utar- 
tych schematow, otwartosc na nowe formy, interdyscy- 
plinarnosc sztulc - to spoiwa wszystkich atrakcji ponadtygodniowego 
festiwalu organizowanego przez Wroclawski Teatr Lalelc zarowno na sce- 
nie teatru, jalci w Ogrodzie Staromiejskim. 

^[Znamienne, ze nie tyllco multimedia i wspolczesne technologie odnajdujq 
si§ w definicji „ nowego" teatru, ale rowniez ich polqczenie z tradycjq, 
a wi^c „nowe" spojrzenie na ldasyczny teatr. Nazwa Przeglqdu miala 
wslcazywac najego otwartosc na nowosci i pozytywne zmiany, jalcie zacho- 
dzq w teatrze dla dzieci - poczqwszy od stosunku do odbiorcy przedstawie- 
nia , poprzez tekstjormq i inscenizacjg. Ze wszystkich „nowosci” w teatrze dla 
najmlodszych najbardziej interesuje nas nowa dramaturgia - przede wszyst- 
Icim polska, ale nie tyllco - mowi Janusz Jasinski, dyrelctor naczelny Wroc- 
lawskiego Teatru Lalelc. 

^[Poszukiwanie nowego teatru okazalo si§ dla widzow olcazjq do ciekawej 
podrozy wglqb sztuki. Bogatemu repertuarowi najwazniejszych spelctaldi 
z calej Polski towarzyszyly warsztaty, spotlcania, rozmowy, lctore sprawily, 
ze przeglqd wyszedl dalelco poza lcanw§ tradycyjnej, festiwalowej formy. 
Uruchomil inny sposob myslenia: tworcow o widzach i widzow o teatrze. 
Zaproponowal teatr, lctory odchodzi od zamlcni^tej formy, stawiajqcej 
publicznosc w pozycji biernych obserwatorow: dzieci dostaly szans§ 
alctywnego uczestniczenia wprocesie tworzenia. Od slow, poprzez ruch 
i obraz, az w lcoricu po pelnq inscenizacj £. Warsztaty pozwolily im poznac 
lcreatywny proces uczestniczenia w teatrze poprzez jego tworzenie. Pro- 
ces ten mial swoj wyrazny final - na scenie lub w jej olcolicach, gdzie 
mogly zobaczyc efelcty swojej pracy, co dalo im poczucie falctycznego ist- 
nienia wprocesie tworczym. Polozony wpoblizu Wroclawskiego Teatru 
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Lalelc Ogrod Staromiejski, zamieniony na Ogrod Sztulc, 
t^tnil zyciem. Podczas przeglqdu doszty do glosu 
wszelkie dyscypliny sztuki: muzyka, plastyka, slowo, 
film - slowem to, co sldada sic na teatr, ale tez to, co 
mozna kreatywnie formowac, zeby dotrzec do „no- 
wego" teatru. Odpoczqtlcu nie chcielismy, zeby Przeglqd 
bylkonkursem, dlatego tez wjegoformulemieszczq siq 
dzialania edukacyjne, czylijeden z najwazniejszych ele- 
mentow naszej misjijalco placowki skierowanej progra- 
mowo do dzieci i mlodziezy. Polegajq one przede wszyst- 
kim na oswajaniu dzieci z teatrem, wychowywaniu 
alctywnego i mqdrego widza o wysokich kompetencjach 
kulturowych. Ten drugifilar Przeglqdu to glownie war- 
sztaty ze wszystlcich dziedzin sztulc piqlcnych, ktore - 
co istotne - sq nie tylkoformq dialogu z dziecmi, 
ale rowniez z ich rodzicami i opiekunami 
- kontynuuje Jasiiiski. 

Teatr w sluzbie wrazeri 

^fOdczuwanie sztuki wjej najszerszej definicji umozli- 
wily przedstawienia takie, jalc brzUcho (Wroclawski 
Teatr Lalelc) czy Naj (Teatr Lallci i Alctora w Walbrzy- 
chu), powstale z myslq o najmlodszych widzach, 
oparte na bodzcach wrazeniowych i zmyslach, nie- 
zwylde sensualne, dalekie od fabularyzacji i dydalc- 
tyki. Odparly zarzut, jalcoby teatr dla dzieci podtrzy- 
mywal role wylqcznie edulcacyjnq. Za sprawq swojej 
lcameralnosci i wytworzenia atmosfery zabawy, nie 
teatru sensu stricto , zburzyly czwartq sciane, 
oczelcujqc od odbiorcowwspolistnienia 
w wykreowanym swiecie. 

^[Pelen wachlarz mozliwosci sensualnych nowego tea¬ 
tru pokazala rowniez majqca swojq premiere podczas 
przeglqdu Plama - spelctald multimedialny, tralctujqcy 
nowoczesnq grafilce i animacje na rowni z aktorem. 
Tutaj sciany i podloga stajq sic osobnym polem do 
inscenizowania rozterek Krolewny, lctora przez Zlq 
i Wynioslq Czarownice zostala zamieniona wplam^. 
Swietny autorski scenariusz Martyny Majewskiej 
pozwolil nie tyllco zatrzec granice mi^dzy tradycjq 
a wspolczesnosciq, ale nawet zlqczycje ze sobq 
wlcomplementarnq calosc, lctora wykorzystala 
multimedia do opowiedzenia tradycyjnej 
basniowej historii. 

Innych wrazeri, pozostajqcych w lcr^gu zdobywania 
nowych doswiadczen i uczenia sic swiata, dostarczyly 
warsztaty z cyldu „Bosq stoplcq" i „Droga do teatru" 
lctore staly sic pretelcstem do wspolnej zabawy, az 
wlcoricu wydeptania sciezki do swiadomego pojmo- 
wania sztuki. 

Storytelling, czyli nowy j^zylc teatru 

^[Nowy teatr w rozumieniu wroclawskiego przeglqdu 
uswiadamia, ze tradycyjny telcst sceniczny nie musi 
miec twardego podzialu na alcty i sceny. Poszukiwanie 
znaczenia j^zylca teatralnego, a przez to, uprzednio - 
jezylca literatury, mialo swoje istotne miejsce na festi- 
walu. Wspolczesna lcomunilcacja, lctora zasadza sic na 


lcrotkich wiadomosciach esemsowych czy symbolach 
graficznych, sprawia, ze zatracamy umiej^tnosc poslu- 
giwania sic j^zykiem w sposob, do lctorego dqzy teatr. 
Warsztaty Literackie odbywajqce sic w formie podwor- 
lcowej gry wpodchody (podczas lctorej dzieci odlcry- 
waly lcolejne slowa, budujqc z nich historic) oraz 
Literatura i Dramat prowadzone przez Agnieszlce 
Wolny-Hamlcalo byly lelccjq czerpania ze wszystkich 
dobrodziejstw jezylca, aby za jego pomocq nauczyc sic 
nie tyllco lcomunilcowac, ale rowniez opowiadac, two- 
rzyc, lconstruowac. 



^[0 swiadomosci j^zylcowej wypowiadali sic rowniez 
tworcy spelctaldu Chodz na slowko (Centrum Sztuki 
Dzieclca w Poznaniu), w lctorym to bohaterami sq 
slowa - Kula i Toperz, niepoprawnie wypowiedziane 
przez powolujqcq je do istnienia dziewczynlc^. Artysci 
stworzyli przedstawienie oparte na grach slownych, 
bliskie lconwencji lcomedii delLarte, ulcazujqce dzie- 
ciom istote slowwlcomunilcacji oraz droge do pozna- 
nia swiata poprzez j^zylc. Z racji tego, jalc duzy nacislc 
organizatorzy polozyli na nowq dramaturgic, nie 
moglo wrepertuarze zabralcnqc spelctaldi-improwiza- 
cji, opartych na duzej ingerencji widza wfabul^. 
Maszyna do opowiadania bajek (Teatr Pinokio z Lodzi) 
to spelctald, lctorego dramaturgami sq dzieci, wciqgane 
przez alctorow do srodlca swiata basni - doldadnie 
takiej, jalcq wybraly. 

Plastyka przestrzeni 

^[Niedo przecenienia role teatralnych scenografii dodat- 
lcowo zintensyfilcowala przestrzeri pozasceniczna 
Ogrodu Staromiejskiego, w lctorej zawisly efelcty war- 
sztatow dla dzieci. Zaj^cia z cyldu „Ceramilca" „Szyldy 
teatralne" czy „Telctura i papier" pozwolily im pobawic 
sic w tworcow delcoracji umieszczonych pozniej na 
bramie Ogrodu Staromiejskiego oraz na Scenie Let- 
niej. Przy wejsciu do ogrodu dzieci tworzyly rowniez 
plastycznq, przestrzennq instalacjc teatralnq, lctorq 
codziennie dobudowywaly. Rozwijanie zdolnosci 
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$ ^ plastycznych i wyobrazni umozliwity rowniez „Zwie- 

| =§ rzaki-sldadaki” polegajqce na tworczym kreowaniu 
^ ^ zwierzqt z telctury, papieru i przedmiotow 

2 codziennego uzytlcu. 

~ % Jalc nowatorskie mogq olcazac si§ w teatrze srodki pla- 

^ styczne, uswiadomil pelen oryginalnych form lallco- 
§ wych spektakl Teatru Lalki i Alctora w Walbrzychu - 

^ Le Filo Fable, lctory zmienil scen§ w pracowni^ rzez- 

| biarslcq, pelnq konstruowanych i ozywajqcych na 

^ oczach publicznosci lalelc. 

^ Repertuar przeglqdu zaoferowal szeroki wachlarz 

^ plastycznych propozycji, lctore mozna swobodnie 

potralctowac jalco cos wi^cej niz jedynie do przedsta- 
wienia. Od na wskros wspolczesnej wizualnie Plamy, 
po wymownq, ale nie doslownq przestrzen scenicznq 
Slcarpet i Papilotow czy bardziej juz tradycyjnq w spelc- 
taldu Sam , czyli przygotowanie do zycia w rodzinie, az 
po pomyslowq szaf§ ze Szpaka Fryderyka (Bialostocki 
Teatr Lalelc), b^d^cq polem gry dla calej historii. 

Z lcolei plastycznq, wiellcoformatowq scenografi^, 
lctora zatarla granic§ mi^dzy scenq a widowniq, 
stanowila przestrzen miejslca w High dreaming, 
zmieniajqca si§ wzaleznosci od umiejsco- 
wienia widowiska. 

N 

l/) 

>- 


Muzyczne sciezki... 

^[Zeby trafic do teatru, wystarczy isc za dzwi^kami 
muzyki - przynajmniej wwielkoformatowej grze plan- 
szowej „Z szalikiem do filharmonii” stworzonej na 
potrzeby Przeglqdu Nowego Teatru dla Dzieci przez 
Mateusza Ryczlca, a wspollcreowanej przez dzieci 
obecne na festiwalu. Ich rysunki przeniesiono w for- 
mie animacji na plansz^, po lctorej mogly poruszac si§ 
jalc zywe pionki, zeby dostac si§ do filharmonii. 
Muzylca, jalco dziedzina sztuki obecna w naturalny 
sposob w spelctaldach (fantastyczna w Skarpetach 
i Papilotach Wroclawskiego Teatru Lalelc czy w Dziob 
w dziob Teatru Baj Pomorski z Torunia), callcowicie 
zdominowala Audiopylki (Centrum Sztuki Dzieclca 
wPoznaniu), przenosz^c dzieci do dzwi^lcowego 
wehilculu i uczqc odczuwania emocji za pomocq slu- 
chu. Kolejnq mozliwosc nawiqzania bliskiego lcon- 
talctu z muzylcq zorganizowano maluchom podczas 
warsztatow, gdzie nie tyllco uczyly si§ wytwarzac 
instrumenty zgodnie z ideq recyldingu, ale rowniez 
poznaly techniczno-dzwi^lcowq strong teatru. 

...Z teatru do filmu 

^[Interdyscyplinarnymi sciezlcami poszedl rowniez 
„Wyjqtlcowy Niedzielny Poranelc” zatrzymujqc si§ na 
warsztatach filmowych. X muza grata swojq rol§ talcze 
wprzedsi^wzi^ciu „Animuj wparlcu” lctorego efelctem 
jest killcuminutowa etiuda filmowa powstala z tego, co 
wOgrodzie Staromiejskimwytworzyly, narysowaly 
tub zagraly dzieci. Relcwizyty nawiqzujqce do filmu 
wypelnily talcze przestrzen sceny teatru, a to za sprawq 
spelctaldu Kino Palace, lctory formq przypomina sztulc^ 
kina. Inscenizacja Teatru Lallca w Warszawie polqczyla 
w sobie znane tematy starego kina - Narzeczonq 
Franlcensteina i KingKonga. 

^[Znamienne, zewnowoczesnych, talcze multimedial- 
nych spelctaldach organizatorzy chcieli zachowac 
ducha tradycji - ldasycznq, basniowq tresc. Polqczyli 
zatem tradycyjne motywy, ze znanych dzieciom tro- 
pow, z nielconwencjonalnq formq - nie zabraldo wi§c 
Krolowej Sniegu (Teatr Lalki i Alctora Kubus w Kiel- 
each) czy Guliwera (Wroclawski Teatr Lalelc). 

^[ 2 . Przeglqd Nowego Teatru dla Dzieci to iniejatywa, 
lctora wychodzi do najmlodszych jalco pelnoprawnych 
widzow, rownych tworcom i artystom. IV przedstawie- 
niach, ktore pokazujemy, widac wyraznie, ze ich tworcy 
powaznie podchodzq do najmlodszych widzow, nie 
infantylizujq ich, traktujqzszacunkiem i empatiq - pod- 
sumowuje Jalcub Krofta, dyrelctor artystyezny Wroc¬ 
lawskiego Teatru Lalelc. Bye moze ten wlasnie, pelen 
otwartosci i szacunlcu do malych widzow teatr, lctory 
w swojej definieji miesci wszystkie rodzaje sztuki, jest 
najlepszq definiejq „nowego" teatru... 


2. Przegl^d Nowego Teatru dla Dzieci, Wroclaw, 
i-8czerwca 2014 
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T he Second Review of Theatres for Children embraces in its 

framework several shows and accompanying events animated 
by a shared idea. Unconventionality, aversion to cliched sche¬ 
mata, receptiveness to new forms and an interdisciplinary 
approach to all arts are the key concepts of all the attractions during the 
more than a week long festival, which the Wroclawski Teatr Lalelc hosted 
in two venues: on its own stage and in the Ogrod Staromiejski. 
Significantly, the conceptual framework of the "new theatre" embraces 
not only the multimedia and other modern technologies, but also their 
fusion with tradition; this, in effect, constitutes a new approach to classi¬ 
cal theatre. The name of the Review is intended to indicate its receptiveness to 
innovations and the ongoing constructive transformations in theatre for chil¬ 
dren, from the attitude to the addressee of the show through the text, form and 
staging. What wefind the most fascinating of all the * novelties” in theatre for 
the youngest audience is the new dramaturgy, seen in Poland, but not only 
there, said Janusz Jasiriski, chief director of the Wroclawski Teatr Lalelc. 

^[To the audience, this search for the "new theatre" meant an opportunity 
for an interesting exploration of the depths of the art. The rich and varied 
repertoire of performances by the leading theatres in Poland was accom¬ 
panied by workshops, meetings and debates, so the programme of the 
Review by far exceeded the traditional festival form. This proved a trigger 
for a new perception, and this includes the creators' perception of the au¬ 
dience as much as the audience's of the theatre itself. The Review pro¬ 
posed a theatre that diverged from closed forms casting the audience in 
the role of passive observers; the children were given a chance to actively 
participate in the theatrical creative process, beginning with the words, 
through movement and image, to full staging. The workshops acquainted 


Warsztaty teatralne Theatre workshops 

K. Krukowsk 
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the audience with the participative approach to creat¬ 
ing theatre. This process usually had its clear finale 
onstage or in the vicinity of the stage, where the chil¬ 
dren were able to see the effects of their work; this 
created a feeling of true participation in the creative 
action. Located close to the Wroclawski Teatr Lalek, 
the Ogrod Staromiejski was transformed into a lively 
Garden of the Arts. The Review provided a space for 
all fields of art: music, the visual arts, language, the 
motion picture etc., all in all, for everything that com¬ 
prises theatre, but also what can be creatively formed 
in order to arrive at the formulas of the "new theatre" 
lasinski commented: From the very outset we were cer¬ 
tain we did not want to turn our Review into a contest; 
hence its formula embraces also educational action, 
which is one of the key elements of our mission as an 
institution programmatically directed at children and 
the young people. Our main aim is to acquaint the chil¬ 
dren with theatre, and thus to bring up active and wise 
spectators possessed of a high level of cultural compe¬ 
tence. This aspect was developed in the Review mainly 
by means of workshops concerned with all branches 
of fine arts, which, very importantly, provided a locus 
for a dialogue not only with the children, but also with 
their parents and caregivers. 

Theatre in service of impressions 

^[The opportunity to perceive art in its broadest sense 
was provided by the performances brzUcho 1 by 
Wroclawski Teatr Lalek and Naj (The Most) by the 
Teatr Lalki i Alctora in Walbrzych. Both were pro¬ 
duced with the youngest audience in mind; both are 
based on sensual impulses and impressions, extre¬ 
mely sense-oriented (and not plot-oriented at all), 
very far from didacticism. They triumphantly refute 
the allegation that theatre for children continues to 
fulfil a solely educational role. Rather than being 
"theatre" in the strict sense, they generate an atmos¬ 
phere of intimacy and invite to share in the fun; they 
break the fourth wall by expecting the young specta¬ 
tors to enter into the universe created in the 
performance. 

^[The full spectrum of the capabilities of the "new thea¬ 
tre" for creating sensual impressions was demon¬ 
strated by the performance Plama (Stain), which 
premiered at the Review; it is a multimedia show 
treating state-of-the-art graphics and animation on 
a par with the actor. The walls and the floor became 
a field for the dramatisation of the troubles of the 
Princess whom the Evil and Haughty Witch turned 
into a stain. The superb script by Martyna Majewslca 
makes it possible not only to blur the boundary 
between the tradition and modernity, but to fuse 
them into a homogeneous whole, making use of the 
multimedia in order to tell a traditional fairytale. 

^Other impressions related to gaining new experience 
and learning about the world were provided by work¬ 
shops of the "Bosq stoplcq" (Barefooted) and "Droga 


do teatru" (A Pathway to the Theatre) cycles, which by 
offering opportunities for shared fun permitted the 
participants to lay their own pathways towards the 
conscious understanding of art. 

Storytelling: the new theatrical language 

^The "new theatre" as perceived at the Review of Thea¬ 
tres for Children clearly shows that a traditional dra¬ 
matic text does not have to be inflexibly divided into 
acts and scenes. An important part of the festival was 
devoted to the search for a new theatrical language, 
preceded by and combined with the language of lite¬ 
rature. Relying on brief text messages or graphic sym¬ 
bols, contemporary methods of communication 
reduce our ability to use language in the manner 
which is the target of theatre. The Literary Workshop 
in the familiar form of the Hare and Hounds game, 
during which the children discovered a succession 
of words from which to construct a story, and the Li¬ 
terature and Drama workshop, both conducted by 
Agnieszka Wolny-Hamkalo, were a lesson in making 
use of all the resources of language in order not 
only to communicate, but to tell stories, create 
and construct. 

^The topic of language awareness was undertaken also 
by the creators of the performance Chodz na slowko 
(Come by for a Word) by Centrum Sztuki Dzieclca in 
Poznan, the protagonists of which are words, Kula 
and Toperz, which come into being when incorrectly 
pronounced by a little girl. Based on word games and 
close to the conventions of commedia dell'arte, the 
performance shows the young audience the signifi¬ 
cance of words in communication, and points the way 
to getting to know world through language. Consider¬ 
ing how great an emphasis was placed by the organis¬ 
ers of the Review on dramaturgy, performances based 
on improvisation and substantial intervention of the 
audience into the plot could not be absent from the 
repertoire. Maszyna do opowiadania bajelc (The Story¬ 
telling Machine) by Pinolcio Theatre in Lodz is a show 
in which the young spectators turn dramatists, invited 
by the actors to step into the universe of precisely that 
fairytale which they had chosen. 

Visual spaces 

^The inestimable role of stage decoration in theatre 
was additionally accentuated in the space outside the 
stage: the Ogrod Staromiejski, where objects made by 
children during workshops were displayed. Decora¬ 
tions produced during the "Pottery" "Theatre Sign¬ 
boards" and "Cardboard and Paper" workshop cycles 
were placed on the Old Town Garden gate and on the 
Scena Letnia. At the entrance of the garden the chil¬ 
dren created a spatial theatrical installation, which 
they kept expanding every day. The "Animal Assem¬ 
bly" workshop, where animals were ingeniously fash¬ 
ioned from cardboard, paper and everyday objects, 
also focused on developing artistic talent 
and imagination. 
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^[The potential of visual means for innovativeness was 
amply demonstrated by the remarkable puppet forms 
used in Le Filo Fable, a performance by the Teatr lalki 
i Alctora in Walbrzych. The stage was transformed into 
a sculptural atelier filled with puppets constructed 
and animated as the audience looked on. 

Shows presented during the Review employed 
a broad spectrum of visual designs that could cer¬ 
tainly be perceived as going beyond the mere back¬ 
ground to a performance, from the most modern 
approach to the visual aspect in Plama, through the 
expressive but not literal stage design in Slcarpety 
i Papiloty (Socks and Hair Curlers) and the more tra¬ 
ditional staging in Sam, czyli przygotowanie do zycia 
w rodzinie (Sam, or Preparation for Family Life), to 
SzpakFryderyk (Frederick the Starling) by The 
Bialostocki Teatr Lalelc, where the site for the entire 
story was an ingenious wardrobe. In High dreaming, 
in turn, the city space, changing according to the loca¬ 
tion in which the show was unfolding, constituted 
a large-scale stage decoration that blurred the bound¬ 
ary between the stage and the auditorium. 

Musical pathways... 

^[In order to reach the theatre, it is enough to follow 
the music, at least in the large-format board game 
"Z szalikiem do filharmonii” (With a Scarf to the 
Philharmonic Hall), created for the Review by 
Mateusz Ryczelc and developed by children attending 
the festival. Their drawings were transferred as ani¬ 
mations onto the board, where they moved like live 
checkers in order to get to the philharmonic hall. 
Music, as a branch of art which is naturally present in 
the performances (and, incidentally, which is abso¬ 
lutely exquisite in Slcarpety i Papiloty by the 
Wroclawski Teatr Lalelc and in Dziob w dziob (Beak 
to beak) by the Baj Pomorski Theatre in Torun), 
totally dominates Audiopyllci (Audio-Motes) by Cen¬ 
trum Sztulci Dzieclca in Poznan, transferring the chil¬ 
dren to a sound machine and teaching how to feel 
emotions by means of the sense of hearing. Another 
opportunity for getting into close contact with music 
was offered to the youngest audience during work¬ 
shops. The children not only learnt how to make 
musical instruments with the concept of recycling 
in mind, but also discovered the sound-engineering 
aspect of theatre. 

...from theatre to film 

^The "WyjqtlcowyNiedzielny Poranelc" (Exceptional 
Sunday Morning) was equally interdisciplinary, 
because it was a film workshop. Cinematic techniques 
were also the focus of the “Animuj wparlcu” (Park Ani¬ 
mation) meeting, the result of which is a few minutes' 
long motion picture showing what the children cre¬ 
ated, drew or played in the Ogrod Staromiejski. The 
stage of the theatre, too, was filled with props associ¬ 
ated with film, owing to the show Kino Palace, staged 



by the Lalka Theatre in Warsaw. The form of this pro¬ 
duction refers to film art, as it combines the well- 
known themes of old films The Bride of Frankenstein 
and King Kong. 

^It is symptomatic that the organisers of the Review 
wished to retain what is essentially the spirit of tradi¬ 
tion: the classical, fairytale content, in modern pro¬ 
ductions, including multimedia shows. Traditional 
motifs, derived from tropes with which the children 
are very familiar, were combined with an unconven¬ 
tional form in the productions of Snow Queen (the 
Kubus Theatre in Kielce) and Gulliver (Wroclawski 
Teatr Lalelc). 

^[The Second Review of Theatres for Children is an initi¬ 
ative addressed to young children as entirely rightful 
spectators and as equals to the artists. Jalcub Krofta, art 
director of the Wroclawski Teatr Lalelc, sums up this 
attitude: Performances which we have shown make it 
clear that their creators treat the youngest audience seri¬ 
ously, avoiding artificially infantile approach, respecting 
children and empathising with them as spectators. Per¬ 
haps it is precisely this kind of theatre: receptive and 
respectful towards the young audience, and naturally 
encompassing all branches of fine arts, that best fits 
the definition of the "new theatre”... 
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2nd Review of Theatres for Children, Wroclaw, 
1-8 June 2014 
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_ f m ^ egoroczny festiwal w Lomzy ponownie potwierdzil interesujqcq 

^ lconcepcj bowiem w „Walizce" zmiescilo si§ mnostwo teatral- 

° nych prezentow. Ale w odroznieniu od puszki Pandory lomzyri- 

< ska walizlca nie byla stworzona po to, zeby ulcarac ludzi, lecz 

o odwrotnie, aby ich wynagrodzic. W ciqgu czterech dni trwania festiwalu 

N mozna bylo obejrzec 21 przedstawieri teatralnych (13 w cz^sci konkurso- 

wej i 8 w nurcie imprez towarzysz^cych), otwarta tez zostala wystawa foto- 
grafii poswi^cona dwudziestoleciu Mi^dzynarodowego Festiwalu Tea- 
trow dla Dzieci w Suboticy (Serbia). 

Program festiwalu skierowany byl do szerokiej grupy odbiorcow: od 
najmlodszych do calkiem doroslych. Na Starym Rynlcu odbywaly si§ 
przedstawienia dla widzow, lctorzy nie talc ch^tnie wchodzq do sali tea- 
tralnej, a ich uwag£ najlatwiej mogq przyci^gnqc spelctalde ludyczne oraz 
interdyscyplinarne, Iqcz^ce rozne style i gatunlci teatralne, wsrod lctorych 
bez wqtpienia byly realizacje Teatru Alct, Sambora Dudzinslciego, 

Adama Walnego oraz Wisniowysad Lwowslciego Teatru 
Woslcresinnia z Ukrainy. 

^[Heterogenicznosc festiwalu widac bylo nie tyllco wsrod publicznosci, ale 
i wprzedstawieniach, lctore zaproponowali organizatorzy: odinscenizacji 
starych basni japoriskich, poprzez adaptacj^ telcstow Cervantesa i Cze- 
chowa, azpo wystawieniawspolczesnej dramaturgii. 

^[Na trzech scenach mozna bylo obejrzec rozne gatunlci i lconwencje tea¬ 
tralne. Lalki z papieru, marionetki, pacynlci, r^ce alctorow jalco ciala glinia- 
nych lalelc, sycylijlci, maslci, rozne rodzaje lalelclcombinacyjnych, szczud- 
larzy, teatr przedmiotu, alctorow z pochodniami i fluorescencyjnymi 
relcwizytami, w bogatych lcostiumach, w otoczeniu reflelctorow i muzylci. 
W innych spelctaldach tworcy wylcorzystali grafilc^, sztulc^ lcomilcsu, ele- 
mentywideo... 


Niedzwiedz The Bear, Kostromski Teatr Lalek, Rosja | Russia 
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i| „ Walizlca” 2014 byla, podlcreslam to raz jeszcze, wypel- 
niona teatralnymi prezentami. Bez wqtpienia najbar- 
dziej wartosciowy z nich przyjechal z Niemiec 
(Theater des Lachens, Frankfurt), z Don Kichot suitq. 
Chociaz nigdzie nie bylo to powiedziane, telcst 
zaczerpni^to z powiesci Cervantesa Don Kichot. Troje 
alctorow umiej^tnie polcazalo Rycerza o smutnej twa- 
rzy (ktorego zafascynowaty ksiqzki, opowiesci rycer- 
skie), a nast^pnie jego towarzysza Sancho Pans§ oraz 
pi^knq Dulcyne^, lctorej Don Kichot poswi^ca wszyst- 
kie nast^pne bitwy: przeciwko olbrzymom, zlym 
duchom i wiatrakom. Telcst zostal zredukowany, 
a oszcz^dna animacja do suity pod tym samym tytu- 
lem G.P. Telemanna stworzyla niezwylcle i metafo- 
ryczne widowislco. W ten sposob unikni^to dlugiej 
(moze nawet niepotrzebnej) narracji. 

«| Kolejna wazna propozycja festiwalowa to spelctald 
Teatru Lalelc z Kostromy i Grupy Kreatywnej Cult - 
Project z Moslcwy (Rosja), Niedzwiedz, zrealizowany 
na podstawie sztulci Czechowa. Wyjqtkowe lallci i sce- 
nografia Wilctora Nilconenki, mistrzowslca rezyseria 
Wladimira Biryukowa i znalcomita animacja T. Bulda- 
lcowej, S. Rjabnina i D. Smirnowa stworzyly drama- 
tycznq opowiesc o samotnosci, poswi^ceniu i milosci. 
Chociaz nie byl w cz^sci konkursowej, chc^ wspom- 
niec o jeszcze jednym wyjqtkowym spelctaldu, tez na 
podstawie sztulci Czechowa - Wisniowym sadzie 
Lwowslciego Teatru Woslcresinnia. Tutaj tez sprawdza 
si§ to, co powiedzial Lew Szestow: ze Czechow „byl 
alchemikiem, magiem, czarodziejem, szamanenT! 

^[El Patio Teatro z Lorgono (Hiszpania) polcazal genialnq 
etiud§ lallcarslcq R$ce. Teatr Lalelc Pleciuga ze Szcze- 
cina zdecydowal si§ na spelctald dramatyczny Stworze- 
nia sceniczne, ktorego tresc oparta jest na punlccie 
zwrotnym whistorii teatru: pierwszym wolnym sce- 
nicznym wyst^pie lcobiet wXVII wielcu. Nie do lcohca 
jednalc zostafy tu wylcorzystane mozliwosci pi^ciu 
uderzajqcych lcobiecych lcreacji na scenie. Lenka , 
Bialostockiego Teatru Lalelc zaproponowala niezwyldq 
historic o tolerancji. Talcze niezwylclq, przynajmniej 
jezeli chodzi o przedstawienia dla dzieci, historic 
o smierci, o przemijaniu zaproponowal Teatr Baj 


z Warszawy. G$s, Smierc i Tulipan swojq poetyclcosc 
i delilcatnosc zawdzi^cza przede wszystkim, rezyserii 
i scenografii Marcina larnuszkiewicza. Gospodarz 
festiwalu polcazal, poza lconlcursem, przedstawienie 
Bash o Rycerzu bezKonia Marty Gusniowskiej. Sztulca 
jest swietnie napisana, w duchu tradycji lallcarskiej, 
umiej^tnie Iqczy krotkie dialogi z piosenlcami, zosta- 
wiajqc duzo miejsca na animacj^. W przedstawieniu 
Rycerz i Kori to marionetki (sycylijki), Rozbojnicy majq 
maski, Mysz jest pacynlcq, Smolc, Czarodziej i Drzewo 
to lcombinacje lcostiumow, maselc i relcwizytow. W zgo- 
dzie z muzylcq Bogdana Szczepariskiego i scenografiq 
Evy Farlcasovej, rezyseria Jaroslawa Antoniulca podlcre- 
sla wszystkie wazne elementy tej niezwyldej basni, 
wi^c widowislco jest na przemian tajemnicze i dow- 
cipne, rycerskie i zwylde, ludzkie, na miar§ alctorow, 
ale tez publicznosci, lctorej zostalo zaprezentowane. 

^[Od Don Kichota po Rycerza bez Konia, poprzez teatr 
niemiecki, hiszpahski, czeski, bulgarski, polski... 
mozna bylo zauwazyc, co kiedys bylo i jest nadal naj- 
wi^lcszq wartosciq lallcarstwa - szerolco poj^typroces 
tworczy na scenie. Poprzez sztulc§ lallcarslcq zawsze 
manifestowaly si§ tendencje, najwazniejsze cechy lal- 
lcarstwa, entuzjazm. I jeszcze cuda sq tu mozliwe. 
Spontanicznosc, a nawet improwizacja sq mile 
widziane, a sulcces pojedynczego spelctaldu zalezy cz§- 
sto od chwilowego „natchnienia” od alctywnego 
uczestnictwa w scenicznym wydarzeniu talc alctorow, 
jalc i widzow. Metamorfoza lallcarstwa to rzeczywiscie 
powrot do zrodel, do poczqtlcu, natury sztuki lallcar- 
skiej, do prawdziwosci jej j^zylca i innych srodlcow 
wyrazu. Lalki nie mogq bye tyllco ilustracjq z lcsiqzki, 
powinno si§ myslec o ich specyfice, podlcreslac jq, 
wnosic do swoich pomyslow, do swoich teatrow. 
Zmiany niewqtpliwie przechodzi i publieznose, ponie- 
waz przedstawienia stajq si§ waznymi procesami 
tworezymi adresowanymi do dzieci oraz do doroslych, 
z wi^lcszym lub mniejszym sulccesem. 

27. Mi^dzynarodowy Festiwal Teatralny „Walizka", tomza, 

11-14 czerwea 2014 
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T his year's Festival in Lomza once again confirmed its interesting 
conception, since the "Valise" was full of numerous theatrical 
gifts albeit in contrast to Pandora's box it was not created in 
order to punish people but, on the contrary, to reward them. 
During the four Festival days we could watch 21 theatrical spectacles (13 
took part in the competition and 8 were accompanying events) as well as 
a photography exhibition about the twentieth anniversary of the Subotica 
International Festival of Children's Theatres (Serbia). 
ifThe festival programme was addressed to a wide group of recipients: from 
the youngest to grown-ups. The Stary Rynelc became the site of produc¬ 
tions intended for spectators who are not that willing to enter a theatre 
and whose attention can be easiest drawn by ludic and interdisciplinary 
shows combining various theatrical styles and genres; they undoubtedly 
included spectacles by the Alct Theatre, Sambor Dudziriski, and Adam 
Walny, as well as The Cherry Orchard staged by Theatre Voskresinnia from 
Lviv (Ukraine). 

ifThe heterogeneous nature of the Festival was discernible not only among 
the audience but also the productions proposed by the organisers: from 
stagings of old Japanese tales and adaptations of texts by Cervantes and 
Chekhov to contemporary drama. 

ifThree stages featured assorted theatrical genres and conventions, paper 
puppets, marionettes, hand puppets, actors' hands as the bodies of clay 
puppets, Sicilian marionettes, masks, various combination puppets, 
actors on stilts, the theatre of the object, and actors with torches, flores- 
cent props, and lavish costumes, playing amidst spotlights and music. In 
other spectacles the authors used graphic art, comic book art, and ele¬ 
ments of video... 

ifI would like stress once again that "Valise" 2014 was brimming with theat¬ 
rical gifts. Indubitably, the most valuable - Don Quixote Suite - came from 


Don Kichot suita Don Quixote Suite, Theater des Lachens, Niemcy/Germany 
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Germany (Theater des Lachens, Frankfurt). Although 
it was not said outright the text as borrowed from Cer¬ 
vantes' Don Quixote. The three actors adroitly showed 
the Knight of the Sad Countenance, fascinated by 
books and chivalrous tales, together with his com¬ 
panion Sancho Pancha and the beautiful Dulcinea, 
to whom Don Quixote dedicated his subsequent bat¬ 
tles waged against giants, evil spirits, and windmills. 
The text was reduced and the sparing animation 
based on a G.P. Telemann suite bearing the same 
title yielded an unusual and metaphorical specta¬ 
cle, thus avoiding a long (and quite possibly 
unnecessary) narration. 

^ A successive important festival proposal was The 
Bear, after a play by Chekhov, staged by the Puppet 
Theatre from Kostroma (Russia) and the Cult - Project 
Art Association from Moscow. Unique puppets and 
sets by Viktor Nikonenko, masterly direction by 
Vladimir Biryukov, and excellent animation by 
T. Buldakova, S. Ryabinin, and D. Smirnov resulted in 
a dramatic story about loneliness, devotion, and love. 

if I would like to mention yet another exceptional spec¬ 
tacle based on Chekhov - The Cherry Orchard, shown 
outside the competition by the Voskresinnia Theatre 
from Lviv. This production confirms the opinion 
expressed by Lev Shestov, namely, that Chekhov "was 
an alchemist, a magician, a sorcerer, and a shaman” 



too 

| if El Patio Teatro from Lorgono (Spain) staged a brilliant 
"I etude By Hand. The Pleciuga Puppet Theatre from 
^ Szczecin decided to produce a dramatic spectacle 
o' Stworzenia sceniczne (Stage Creatures), whose con- 
Js tents are based on a turning point in the history of the 
theatre: the first appearance of women on the sage in 
3 the seventeenth century. The potential of the five 
1 actresses' stirring performances was not, however, 

£ used to the full. In Lenka the Bialostocki Teatr Lalelc 
.§* proposed an unusual story about tolerance. Just as 
g extraordinary, at least as regards spectacles intended 
o for children, was the story about death and the pas- 
sage of time told by the Baj Theatre from Warsaw. G$s, 
Smierc i Tulipan (The Goose, Death, and the Tulip) 

° owes its poetical merits and fragility predominantly to 
the direction and sets by Marcin Jarnuszkiewicz. Out¬ 
side the competition the festival hosts showed Bash 
o Rycerzu bezKonia (The Tale of the Knight without 



a Horse) by Marta Gusniowska. This ingeniously writ¬ 
ten play maintained in the spirit of the puppetry tradi¬ 
tion skilfully combines brief dialogues with songs, 
leaving a lot of space for manipulation. The Knight and 
the Horse are (Sicilian) marionettes, the Brigands 
wear masks, the Mouse is a hand puppet, while the 
Dragon, the Sorcerer, and the Tree are combinations 
of costumes, masks, and props. Harmoniously coordi¬ 
nated with music by Bogdan Szczepariski and sets by 
Eva Farlcasova, the direction by Jaroslaw Antoniulc 
emphasizes all the important elements of this unusual 
story; hence the spectacle is mysterious and witty, 
chivalrous and everyday, and its human qualities 
match both the actors and the audience to which 
they were presented. 

^[From Don Quixote to the Knight without a Horse, and 
via German, Spanish, Czech, Bulgarian, and Polish... 
theatres it was feasible to notice that, which once was, 
and continues to be, the greatest asset of puppetry - 
a widely conceived creative process on stage. The art 
of puppetry always served a demonstration of assorted 
tendencies, the most prominent features of puppetry, 
and enthusiasm. Here, miracles are possible. Sponta¬ 
neity and even improvisation are welcome, and the 
success of an individual spectacle depends upon 
momentary "inspiration” and the active participation 
in the staged events of both the actors and the specta¬ 
tors. The metamorphosis of puppetry denotes a return 
to the sources, the beginning, the very essence of the 
art of puppetry, the genuine nature of its language and 
other means of expression. Puppets cannot be mere 
book illustration and we should ponder their specific¬ 
ity, stress it, and introduce it into our ideas and thea¬ 
tres. Without doubt, the audience too undergoes 
changes, since spectacles become more or less suc¬ 
cessfully important creative processes addressed to 
children and adults. 


27th International Theatrical Festival "Valise" tomza, 
11-14 June 2014 


Festivals 


Rgce By Hand, El Patio Teatro, Hiszpania | Spain 

A. Mano 


FESTI WALE 





O czeskim teatrze lalkowym i alternatywnym z perspektywy 
„Skupovej Plzni” 2014 

L iczylem na wi^cej, choc przeciez wrazeii nie brakowalo. Czeskie 
lallcarstwo ma w Polsce niezwylde wysolcq opini§. Wielu czeskich 
artystowna dobre zadomowilo si§ u nas i - choc jednych ich pra- 
ca zachwyca, innych drazni - jest nieustannie punlctem odnie- 
sienia dla wielu tworcow. Jaki zatem jest dzis, w 2014 roku czeski teatr 
lalelc? Pretekstem do tej reflelcsji jest najwazniejszy festiwal lalkowy 
w Czechach, odpowiednik naszego Opola, istniejqca od 1967 roku „Slcupo- 
va Plzen" Jubileuszowa 30. edycja miala okolicznosciowq wystaw§ w ratu- 
szu, spotkala dawnych i obecnych organizatorow, przyjaciol i jalc zwylde 
licznych uczestnikow. Specjalnym gosciem festiwalu (choc wramach 
lcomercyjnych wyst^powmiejskich) bylo Divadlo bratff Formanu (Teatr 
Braci Formanow) z Pragi ze slynnym juz w swiecie lallcowo-cyrkowym 
spektaldem Obludarium (prem. 2007), b^dqcym atralccjq dalelco glosniej- 
szq niz jakikolwiekinny czeski spektald lalkowy. Ponadto sporo bylo pre- 
zentacji studenckich, takze kameralnych widowiskpozakonkursowych 
z Jordanii, Portugalii, Slowacji, Slowenii, W^gier i Wielkiej Brytanii. Dzialo 
si§ sporo, choc nie zawsze na wysokim poziomie, bez specjalnych emocji 
i przede wszystkim w ustawicznym niemal dylemacie: czym wlasciwie 
jest teatr lalelc w czeskim rozumieniu? 

^[Przed laty praslca szlcola teatralna DAMU zmienila nazw§ swojej lcatedry 
lalkarskiej na lcatedry teatru lalkowego i alternatywnego. Dzis ten dose 
enigmatyezny termin „alternatywy" upowszechnil si§ na tyle, ze jest 
nawet wnazwie „Skupovej Plzni": festiwalu teatrowlallcowych i alterna- 
tywnych. I mowiqc lcrotko, alternatywne wlallcach jest wszystlco, co 


Ostatni trik Georges'a Melies’a \ Georges Melies’ last trick Divadlo Drak, Hradec Kralove 
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przyznaje sic do lalkowego rodowodu, choc z lalkami 
dawno juz nie ma nic wspolnego. Artysci nieco starsi 
wyszli wprost z teatru lalelc, mlodsi i calkiem mlodzi 
alternatywq nazywajq to, co wchodzi w zakres sztuki 
performatywnej. Talcwich dzielach, podobnie jak 
w tworczosci wielu polskich „lallcarzy" na plan pierw- 
szy wysunql sic po prostu teatr, lctoremu zadne przy- 
miotniki nie sq juz potrzebne. 

< A jednalc stare dobre tradycje wciqz jeszcze zyjq, choc 
jest ich coraz mniej. Z pilznenskiej perspelctywy 
wyglqda nawet, ze jedynym i do tego naprawdc wiel- 
kim tworcq mierzqcym sic wciqz z gatunkiem teatru 
lalelc jest Tomas Dvorak, rezyser Alfy, autor m.in. 
takich przedstawien, dobrze znanych w Polsce, jak 
Trzej muszkieterowie czy Ali Baba i 40 rozbdjnikdw. 
Dvorak rozumie lallc^, czuje jq i mysli przez niq, choc 
zaden z jego partnerow scenografow nie umie prze- 
niesc tej rzadkiej umiej^tnosci w sferc wspolczesnej 
plastyki, nowoczesnej formy lalki/obiektu, dzi^lci kto- 
rej jego przedstawienia stalyby sic emblematem 
wspolczesnego lalkarstwa. MarekZalcostelecky 
w Lalki szulcajq talentow z Naivnigo divadla z Liberca 
i Renata Voseclca w Otesanlcu z pilznenskiej Alfy po 
prostu lcopiujq tradycyjne marionetki, stylizujqc je 
nieco na swiat show-biznesu lub staroswiecko-dzie- 
ci^co-basniowq rzeczywistosc. Bogatsza, ale tyllco 
przez roznorodnosc plastycznych propozycji, jest sce- 
nografia Dany Raunerovej do A niech ciq diabli! 

Alfy, choc w tym spelctaldu cala rewelacyjnie pomy- 
slana i zrealizowana konwencja zostala wyprowa- 
dzona wlasnie z tradycyjnego myslenia. Mamy zatem 
na scenie wirtuozerski, lab^dzi spiew ginqcego 
gatunlcu, polcazany na przykladzie odchodzqcej juz 
wprzeszloscw^drownej trupy teatralnej pryncypala 
Kumpano, lctory w rozmaitych technikach lalkowych 
demonstruje przypadki ludzkiego uzaleznienia, sie- 
dem grzechow glownych i slabosc ludzkiej natury, 
zawsze uleglej zlu, podatnej na diabelslcie podszepty 
i nieustannie zawierane z nim palcty. Wystcpujqcy 
w roli Kumpana Petr Borovsky i partnerujqca mu 
Milena Jelinkova dajq popis alctorskiego i lallcarskiego 


kunsztu. To prawdziwie teatr rezysera w dawnym 
stylu. 

Dvorak bardziej niz w plastyce szulca nowoczesnosci 
w strukturze literackiej. Otesdnek Vika Pefinyjest 
w efekcie udanq probq nowego przepisania ldasycznej 
bajlci. Przedstawienie z Liberca (talcze do telcstu 
Periny) lcontaktuje sic z rzeczywistosciq wspolczes- 
nych programowtelewizyjnych („Mam talent"). 
Talenty lalelc to najcz^sciej sympatyczne lconstrulccje 
i sprawna animacja tradycyjnych marionetelc triclco- 
wych. I sq to cenne proby, ale przypominajq usilowa- 
nia XVIII-wiecznych lallcarzy angielslcich, lctorzy 
w lcomentowaniu i ironizowaniu na tematy powszech- 
nie juz znane szulcali miejsca dla siebie. Odniesli 
nawet chwilowy sulcces, ale dzis lalki muszq znalezc 
wlasny j §zylc, wlasne tematy i wlasnq dramaturgic. 

W tym lcontelcscie cielcawsze olcazujq sic poszulciwania 
Tomasa Jarlcovslciego i Jalcuba Vasiclca w A niech ciq 
diabli!, lctorzy klasyczne moralitetowe tematy zderzyli 
ze wspolczesnym jczylciem, ponadnarodowq rzeczy- 
wistosciq i uniwersalnq wyobrazniq. 

Drugim waznym zjawislciem „Slcupovej Plzni” byl 
spelctald Jingo Havellci i Marlca Zalcosteleclciego Ostatni 
trik Georges a Meliesa (Georges Melies' Last Trick) 
z Divadla Dralci MIFD z Hradca Kralove. To slapsti- 
clcowe, rozegrane wrewelacyjnym tempie, blyslcotli- 
wie zrealizowane przedstawienie o francuslcim czaro- 
dzieju kina sprzed niemal stu lat i jego magicznych, 
a wciqz atralccyjnych sztuczlcach. Lallcowyjestwylqcz- 
nie duch tego przedstawienia, ale przyjemnosc oglq- 
dania udziela sic doslownie lcazdemu widzowi i to 
zasluga zarowno autorow, technilcow, jalci alctorow, 
lctorzy muszq bye bezwzglcdnie perfelccyjni. W Pilznie 
byli. Sqsiedzlca perspelctywa nalcazuje przypomniec 
tyllco, ze do tematu niemego kina w bardzo podobnej 
lconwencji plastycznej odniosl sic juz przed laty Marelc 
Zalcosteleclcy, realizujqc (talcze jalco rezyser) wwar- 
szawslcim Teatrze Lallca Kino Palace, spelctald, lctory 
zebral dziesiqtki nagrod i objechal wiele festiwali. 

Ale Ostatni trik... to killca lcrolcow dalej, to magia kina 
zrealizowana na zywo. 
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^[Na pograniczu alternatywy, teatru maski i perfor- 
mansu znalazl si§ jeden z najcielcawszych spelctaldi 
„Slcupovej Plzni” Antiwords Spitfire Company & Palac 
Akropolis z Pragi, wymyslony i zrealizowany pod kie- 
runkiem Mirenki Cechovej i Petra Bohaca. Inspiro- 
wany Audiencjq Havla spelctald jest atrakcyjnym i ory- 
ginalnym wariantem gry na temat ludzkich zaleznosci, 
psychologii wiadzy, poczucia samotnosci. Z drugiej 
strony - bardzo pi^lcnq grq z maslcq i w masce, zwlasz- 
cza w zderzeniu maski z ciaiem alctora i tancerza zara- 
zem. Jest wreszcie osobliwym performansem (dwie 
alctorki wypijajq butelki piwa - calq skrzynlc^ piwa) 
wprowadzajqcym widza w stan niepewnosci, l^lcu, 
utraty poczucia bezpieczeristwa, ale w konselcwencji 
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dzialaniem intrygujqcym, szolcujqcym, przynoszqcym 
rzeczywisty element zagrozenia, bo przeciez trudno 
przewidziec reakcje jednej i drugiej strony. To teatr 
happeningowy: silny, prawdziwy, lcreatywny do bolu, 
moze szokujqcy nawet, lecz mowiqcy o czyms waznym 
- inaczej, zaslcakujqco i bardzo profesjonalnie. A i gra 
z maslcq jest najwyzszej proby, zwlaszcza ze to teatr 
ruchu, pozbawiony telcstu. 

^[W grupie lalkowoteatralnej alternatywy jest pewnie 
miejsce dla grona mlodych tworcow z Tomas em Jar- 
kovskim i Jalcubem Vasickiem na czele. Byli oni wspol- 
autorami wielu spelctaldi tegorocznej „Slcupovej 
Plzni”: od Gagarina zespolu Sportniki z czeskiej Pragi 
i slowenskiego Mariboru, poprzez Aniech ci$ diabli!, 
Jalc koguty pokolorowaly swiat: Magor dzieciom z pra- 
skiego Divadla Minor, po Hrabalove Pociqgi podspe- 
cjalnym nadzorem z Alfy. To przedstawienia slcrajnie 
odmienne, czasem znalcomite: jalc czysto lallcowy 
A niech ci$ diabli! czy ldasycznie dramatyczne Pociqgi 
pod specjalnym nadzorem. 

^[Zastanawiajqcyjesttyllco uporczywy powrot do histo- 
rycznych tematow, zwlaszcza ze nie zostafy one 
w zaden sposob przerobione, nie posluzyly jalco 
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parabola czegos wazniejszego, wspolczesnego, po 
prostu sq jedynie jalcqs teatralnq wariacjq wolcol ludzi 
czy zdarzen z przeszlosci. Ironiczna sympatia, z jalcq 
Jarlcovslcy i zespol potralctowali Gagarina , wywoluje 
niemal zdumienie swoistq „fascynacjq” lcomunistycz- 
nymi ideami. Zapomniane historie o szlachetnej 
rywalizacji, chocby i poetyckie, lecz przebrzmiale 
tematy rodem z antylcomunistycznego podziemia 
w Jak koguty... mozna co najwyzej usprawiedliwic nie- 
wiele wczesniejszq smierciq weterana czeskiego 
undergroundu artystycznego Ivana Martina Jirousa 
(zm. 20ii), na lctorego telcstach - szczegolnie waznych 
w olcresie czechoslowackiego ruchu dysydenckiego - 
oparto przedstawienie. Tematy historyczne pojawily 
si§ i u innych tworcow. U Ondreja Cihlara w Lzach 
wysmaganych wiatrem mqzczyzn z praskiego Divadla 
Vostos wylcorzystano przedwojenny sportowy epizod 
zmagari narciarzy Czech, Niemiec i Norwegii w Karlco- 
noszach i zwiqzanej z tym tragedii. W zaslcalcujqcym 
spelctaldu Szarilc wspomina opartym na scenariuszu 
wedlug Czterech pancernych i psa Janusza Przymanow- 
skiego, z Divadla loutelc w Ostrawie wylcreowano na 
scenie lcuriozalnq rzeczywistosc sprzed killcudziesi^- 
ciu lat, splecionq z innymi reflelcsami dziwacznej 
pami^ci historycznej. Slcqd to zainteresowanie Gagari- 
nem i jego historic, „magiq" lcomunistycznych seriali 
telewizyjnych? Czy to naprawd^ lcogos dzis jeszcze 
interesuje? Czy Czesi, jak Polacy, tez nie umiejq spoj- 
rzec do przodu albo chociaz zmierzyc si§ z proble- 
mami dnia dzisiejszego? Przeciez nawet sympatyczne 
ironizowanie po killcu dziesiqtlcach lat moze wywolac 
co najwyzej usmiech poblazliwego sarlcazmu. Odwaga 
potaniala i nie trzeba za niq placic zadnej ceny. 

^[Na tym tie interesujqcy wydal si§ ostatni spelctald 
Divadla Continuo Dzien osmy Pavla Stouraca i jego 
zespolu, nieb^dqcy wprawdzie zadnym odlcryciem, 
ale mqdrze dotylcajqcy uniwersalnej tematyki i czer- 
piqcy z wielonarodowej ludzkiej lcultury, elcsploatu- 
jqcyw sposob zajmujqcy cialo alctora, jego relacje 
z martwq lallcq, a nade wszystlco sil§ i bogactwo sfery 
dzwi^lcu, partii wolcalnych, wylconywanych z talcq 
energiq i perfelccjq, lctore sprawiajq, ze widz ma poczu- 
cie obcowania z pi^lcnem. A pi^lcno jest jednym 
z wyznacznilcow sztuki, talcze teatru lallcowego i alter- 
natywnego, colcolwielc dzis znaczq te terminy (a zna- 
czq coraz mniej). 


Niniejszy tekst, tu znacznie rozbudowany, powstal dla czeskie- 
go czasopisma „Divadelni noviny" (2014). 

Biennale Czeskiego Profesjonalnego Teatru Lalkowego i Alter- 
natywnego. 

„Skupova Plzen' Pilzno, 15-19 czerwca 2014 


Festiwale 




On the Czech Puppet and Alternative Theatre from the Viewpoint 
of’’Skupova Plzen” 2014 

I was expecting to see much more, although the titular event made 

an impression. Czech puppetry is very highly regarded in Poland, 
numerous Czech puppeteers have settled down in Poland for good, 
and although their oeuvre casts a spell on some and annoys others 
it remains an incessant point of reference for numerous authors. What is 
the Czech puppet theatre like today, in 2014? A pretext for these reflec¬ 
tions was provided by "Skupova Plzen” the most significant puppetry fes¬ 
tival in the Czech Republic held since 1967, a counterpart of the Polish fes¬ 
tival in Opole. The thirtieth anniversary edition was accompanied by 
a special-occasion exhibition featured at the town hall, and became 
a meeting of former and current organisers, friends and the, as always, 
numerous participants. The special guest of the festival (although appear¬ 
ing as part of the commercial town productions) was the Forman Brothers' 
Theatre from Prague, with its already world famous puppet-circus Freak 
Show (premiere 2007), an attraction more acclaimed than any other 
Czech puppet spectacle. Furthermore, the festival featured numerous stu¬ 
dents' presentations, including small-scale spectacles from Jordan, Portu¬ 
gal, Slovakia, Slovenia, Hungary and Great Britain, shown outside the 
competition. Quite a lot happened, although it did not always attain 
a high level, did not cause special emotions, and, predominantly, pro¬ 
duced an almost constant dilemma: what is the essence of the puppet the¬ 
atre as understood by the Czechs? 

ifYears ago, the DAMU (Theatre Faculty Academy of Performing Arts) in 
Prague changed the name of its puppetry chair into that of the puppet and 
alternative theatre. Today, the rather enigmatic term "alternative" has 
become universal to such an extent that it is even part of the name 
of "Skupova Plzen”: a festival of the puppet and alternative theatre. In 
a word, in the case of puppets everything that admits to its puppetry line¬ 
age is alternative, although actually it no longer has anything in common 
with puppets. Slightly older artists originated straight from the puppet 
theatre while younger and the quite young ones describe as alternative 
that, which is part of the performing arts. Both in their works and in those 
of many Polish "puppeteers” pride of place goes simply to a theatre that 
no longer needs any sort of an adjective. 


Lalki szukajq talentow \ Puppet Theatre’s Got Talent, Naivnf divadlo, Liberec 

Arch. 
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Nonetheless, good old traditions are still alive, 
although increasingly scarce. From the perspective 
of Plzen it even appears that the only and, in addition, 
truly great artist tackling the puppet theatre genre is 
Tomas Dvorak, director of the Plzen Alfa Theatre and 
author of, i.a. such spectacles as The Three Musketeers 
or Ali Baba and Forty Thieves , both well known in 
Poland. Dvorak understands and feels the puppet, and 
thinks like the puppet, but none of his partners-stage 
designers is capable of transferring this rare talent into 
the domain of contemporary visual arts, the modern 
form of the puppet/object thanks to which his specta¬ 



cles would become an emblem of contemporary pup¬ 
petry. Marelc Zakostelecky in Puppet Theatre's Got Tal¬ 
ent from Naivni divadlo (Liberec) and Renata Voseclca 
in Little Otlk from the Alfa Theatre (Plzen,) simply copy 
traditional marionettes, stylising them slightly to 
match the world of show business or an old fashioned 
children's fairytale reality. More diverse, albeit only 
thanks to the variety of visual arts proposals, is the 
stage design by Dana Raunerova in May the Devil Take 
You!, shown at the Alfa Theatre, although here the 
whole convention, cleverly devised and realised, was 
derived precisely from the traditional approach. The 
stage thus features a virtuoso swan song of a dying 
genre, shown upon the example of an itinerant theat¬ 
rical company headed by director Kumpano, who with 
assorted puppetry techniques illustrates cases 
of human addiction, the seven deadly sins, and the 
weakness of human nature, always succumbing to evil 
and susceptible to the devil's suggestions and pacts 
incessantly made with the latter. Petr Borovsky in the 
part of Kumpano and Milena Jelinlcova, accompany¬ 
ing him, show a masterly display of acting and pup¬ 
petry skill. This is truly an old-style director's theatre. 
Dvorak seeks modernity more in the literary structure 
than in the visual arts. Little Otlk by Vit Perina is conse¬ 
quently a successful attempt at a new version of a clas¬ 
sical fairy tale. The spectacle from Liberec (also with 
a text by Perina) established contact with the reality 
of contemporary TV programmes ("Got talent"). The 
talent featured by the puppets usually includes their 
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likeable construction and an efficient manipulation 
of traditional trick marionettes. These are valuable 
endeavours, but they recall the efforts of eighteenth- 
century English puppet masters who sought a place in 
comments and an ironic approach dealing with uni¬ 
versally known topics. They even managed to succeed 
for a while, but today puppets have to find a language 
of their own as well as their own themes and drama¬ 
turgy. Within this context the quests pursued by 
Tomas Jarkovsky and Jalcub Vasicelc in May the Devil 
Take You! seem to be more interesting - they contrast 
classical morality play themes with contemporary lan¬ 
guage, supra-national reality, and universal 
imagination. 

^fThe second important phenomenon at “Slcupova 
Plzen" was the spectacle shown by Jiri Havelka and 
Marelc Zakostelecky Georges Melies'Last Trick from 
Divadlo Dralc and MIFD (Hradec Kralove). This bril¬ 
liant slapstick spectacle about a French cinematic vet¬ 
eran from almost a hundred years ago and his still 
attractive tricks was performed at an extraordinary 
tempo. Only the spirit of the production originates 
from puppetry, but the pleasure of watching it is 
shared by literally all the members of the audience, 
and is the accomplishment of the authors, the techni¬ 
cians, and the actors, compelled to be absolutely per¬ 
fect. And in Plzen they were. A neighbour's perspec¬ 
tive forces me to recall that Marelc Zakostelecky made 
a reference to silent movies years ago, and in a similar 
plastic arts convention, when at the Lallca Theatre in 
Warsaw he showed, also as director, Kino Palace, 
a winner of scores of awards and featured at numerous 
festivals. Georges Melies'Last Trick, however, took went 
slightly further and constitutes the magic of the cin¬ 
ema shown on stage. 

% One of the most interesting festival productions was 
Antiwords, produced by the Spitfire Company & Palac 
Alcropolis from Prague and conceived and realised 
under Mirenlca Cechova and Petr Bohac; the produc¬ 
tion found itself on the borderline of the alternative, 
between the theatre of the mask and performance. 
Inspired by Havel's Audience, this spectacle is both an 
attractive and original variant on the theme of human 
dependencies, the psychology of power, and the feel¬ 
ing of loneliness. On the other hand, it is a magnificent 
game played with the mask while wearing mask, espe¬ 
cially the contrast of the mask and the body of the 
actor-dancer. Finally, it is a curious performance (two 
actresses drink a whole crate of beer), leading the 
spectator into a state of uncertainty, fear, loss of a feel¬ 
ing of security, but, as a consequence, intriguing and 
shocking, introducing a real element of a menace, 
since, after all, it becomes difficult to foresee the reac¬ 
tion of the two sides. This is a happening theatre: pow¬ 
erful, genuine, extremely creative, perhaps even trau¬ 
matizing, but dealing with something of importance in 
a different way, astonishingly and highly profession¬ 
ally. The game played with the masks is superior, 
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especially considering that this is a theatre of motion, 
deprived of the text. 

The puppetry/theatrical alternative contains a place 
for young authors, headed by Tomas Jarkovsky and 
Jalcub Vasicelc, co-authors of numerous spectacles at 
this year's "Slcupova Plzen": spanning from Gagarin, 
shown by Sportniki from Prague and the Slovenian 
Maribor, showing May the Devil Take You! and How 
Roosters Coloured the World: Magors for Kids produced 
by the Divadlo Minor Theatre from Prague, to Hrabal's 
Closely Watched Trains staged by the Alfa company. 
These diametrically different spectacles are at times 
excellent, such as the purely puppetry May the 
Devil Take You!, or the classically dramatic Closely 
Watched Trains. 

^[Much food for though is provided by a constant return 
to historical themes, especially considering that they 
had not been recreated in anyway but served as a par¬ 
able for something more important and contempo¬ 
rary; they are simply some sort of a theatrical variation 
focused on people or events from the past. The ironic 
sympathy with which Jarkovsky and his company 
treated Gagarin almost produces astonishment due to 
its sui generis "fascination" with communist conceits. 
The forgotten stories about noble rivalry, and the 
poetic but obsolete themes straight from the commu¬ 
nist underground in How Roosters Coloured the World 
can be at best justified by the recent death of the vet¬ 
eran of the Czech artistic underground - Ivan Martin 
Jirous (d. 2011), whose texts - of particular importance 
at the time of the Czechoslovak dissident movement - 
serve as the base of the spectacle. Historical motifs ap¬ 
peared also in the works of other artists. Ondrej 
Cihlar's The Tears of Weather-Beaten Men from the 
Divadlo Vostos Theatre (Prague) referred to a prewar 
episode involving skiers from Czechoslovakia, 
Germany, and Norway competing in the Karkonosze 


Mts. and the ensuing tragedy. The amazing Sharyk 
Remembers, based on a scenario after Czterej pancerni 
i pies (Four Tank - Men and Dog) by Janusz Przyma- 
nowski, and staged by the Divadlo loutelc in Ostrava, 
created on stage a strange reality from decades ago, 
intertwined with other reflections of curious historical 
memory. What is the source of this interest in Gagarin 
and his story, the "magic" of communist television 
serials? Do these themes actually fascinate anyone 
today? Or are the Czechs, just like the Poles, unable to 
look forward or even to tackle present-day problems? 
After all, after several decades even a kindly ironic atti¬ 
tude can produces at best a smile of indulgent sar¬ 
casm. Courage has become cheaper and there is no 
longer a need to pay a price for it. 

% Against this background the most recent spectacle at 
the Divadlo Continuo The Eighth Day by Pavel Stourac 
and his company seems to be particularly interesting; 
true, it is by no means an eye-opener but it remains 
a wise approach to universal issues, borrows from mul¬ 
tinational human culture and applies exploits in a cap¬ 
tivating manner the body of the actor and the latter's 
relations with the moribund puppet as well as, primar¬ 
ily, the power and diversity of sound and vocal parts 
performed with such energy and perfection that the 
audience experiences contact with beauty. Beauty is 
one of the determinants of art, including that of the 
puppet and alternative theatre, regardless what those 
terms signify at present (and they mean less and less). 

This text, here considerably expanded was written for the 
Czech periodical "Divadelni noviny" (2014). 

Competitive Biennal Review of Czech Professional Pupet and 
Alternative Theatre "Skupove Plzen,". 

"Skupova Plzen", Plzen,, 15-19 June 2014 



Gagarin!, Divadlo Sportniki, Praga 
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talc dramatycznie postawionego pytania rozpoczql si§ 
festiwal „Bablcarslca Bystrica” - Podwojny Impuls. 

^[Na spotlcaniu otwierajqcym z organizatorami i zapro- 
szonymi goscmi padly jeszcze dwa wazne, choc 
brzmiqce paradolcsalnie, pytania: Po co festiwal (w Baiislciej Bystrzycy)? 
Po co teatr (lallcowy)? Dyslcusj^ sprowolcowaly narastajqce problemy 
finansowe instytucji lculturalnych w Slowacji. Wypowiedzi i komentarze 
uczestnikowwzbogacila filmowa prezentacja, wlctorej znani ludzie sztulci 
z Baiislciej Bystrzycy i zagranicy udzielili odpowiedzi na talcpostawione 
pytania. Sqdz§ jednalc, ze to sam festiwal - wydarzenia, spelctalde obu 
Impulsow, oficjalne i nieoficjalne rozmowy - przemowil najpelniej. 

*{Rozpoczqceksmisj$!- to sygnal do rozpocz^cia Slowaclciego Powstania 
Narodowego w sierpniu 1944 rolcu i tytul niepowtarzalnej inscenizacji 
przygotowanej przez studentow slowaclcich szlcol artystycznych: Wyzszej 
Szlcoly Sztulc Scenicznych w Bratyslawie, Alcademii Muzyki i Sztulc Sce- 
nicznych im. Janaclca w Brnie, Konserwatorium J.L. Bella w Baiislciej 
Bystrzycy, pod dramaturgicznym i scenograficznym przywodztwem 
Marlcety Plachy i w rezyserii Katariny Aulitisovej. Ludzlcie emocje od ra- 
dosci, nadziei, odwagi, przez cierpienie, upolcorzenie, wyczerpanie, po 
rozpacz i smierc zamlcni^te zostaly wlcillcunastu obrazach - sugestyw- 
nych, g^stych od znaczeri lcreslonych slcrotem i metaforq. Przezycia zbio- 
rowe przenilcaly si§ z jednostlcowymi doznaniami, a groteslcowe, peine 
mlodziericzego humoru scenlci ust^powaly prawie natychmiast miejsca 
dramatycznemu milczeniu, szeptowi wciemnosci. Otwierane gwaltow- 
nie i z trzaslciem zamylcane drzwi odcinaly nas od zdarzeri. Niezwylda 
przestrzeri wn^trz radwaiislciego dworu, szczerosc i swiezosc, wysolca 
alctorslca sprawnosc mlodych w lcreowaniu lcrotlcich sytuacji wywarfy duze 
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wrazenie na wszystkich uczestnikach spelctaldu - 
w^drowcach w czasie i przestrzeni teatralnej. 

PIERWSZYIMPULS 

Dotyk, czyli teatr (?) dla najmlodszych 

^[Teatr dla dzieci w wielcu od killcu miesi^cy do trzech 
lat funlccjonuje w Polsce z powodzeniem, niezmien- 
nie dostarczajqc emocji i tematow do rozmow nie tyle 
odbiorcom, co tworcom. W Banskiej Bystrzycy poja- 
wily si§ podobne, jak w Polsce, pytania: czy zdarzenia 
z tego nurtu mozna nazwac teatrem, jakie powinno 
bye przezycie artystyezne dla najmlodszej widowni, 
pozostajqcej podezas wizytyw przestrzeni teatralnej 
wpelnej symbiozie z matlcq lub ojeem. Pozostawiam 
te pytania wformie otwartej. Wierz§ - zresztq talc jak 
uczestnicy dyslcusji - ze teatr dla najnajow wynilca 
wrownej mierze z potrzeby obcowania ze sztulcq 
matki z dzieckiem i zainteresowania tworcy tego 
rodzaju teatrem. 

^[Radosnym, bezpretensjonalnym spotkaniem alctora 
z dzieemi byl spelctald Gospodarzy Akvabatolarium. 
Mali widzowie przez nieslcr^powanq zabaw§ z przed- 
miotami doswiadczyli wielkiej morskiej podrozy, wio- 
dqcej od malego basenu z wodq leu niezmierzonym, 
wykreowanym z wyobrazni tworcow - przestrzeniom 
oceanu...przezyc. 

^Spelctald Teatru Atofri z Poznania Kollco lcrqc przepro- 
wadzil dzieci przez swiat odglosownatury, dzwi^lcow, 
muzyki. Zamlcni^te zostaly wgrajqcym, lcr^c^cym si§ 
kole ; lctore poprzez swojq form^ i zastosowane two- 
rzywo przenosilo odbiorcow - mlodszych i starszyeh - 
na nieco wyzszy poziom artystyeznej abstrakeji. 
Humor, magia, prostota opowiesci, szlachetna este- 
tylca spotkaly si§ w nagrodzonej drugim miejscem 
przez dzieci^ce jury historii O baranlcu, ktoryspadl 
znieba, przywiezionej do Banskiej Bystrzycy przez 
teatr z Liberca. Telcst niemieckiego autora, Freda Dor- 
riana, posluzyl do stworzenia atrakcyjnego spelctaldu, 
wylcorzystujqcego minimum slowprzy malcsimum 
wrazeri i emocji, sytuacji i znalcow teatralnych. Uwaz- 
nosc w tralctowaniu malego widza, zachowanie odpo- 
wiednich proporeji mi^dzy zabawq, grq a powagq 
narraeji sq wyznacznilcami przedstawienia, lctore 
dostarezylo tyle samo radosci i satysfalccji dzieciom, 
co doroslym. 

Spelctalde dla dzieci starszyeh, czyli niech zyje 

Marta Gusniowslca! 

Sztuki Marty Gusniowskiej sq realizowane w teatrach 
slowackich z takim samym powodzeniem jak 
w Polsce. Uczestnicy spotlcania podsumowujqcego 
Pierwszy Impuls, w tym przede wszystkim obserwato- 
rzy impulsowych zmagaii, mowili o wspolczesnosci 
telcstow Gusniowskiej. Zerwanie z utrwalonymi bas- 
niowymi stereotypami, bralcpodzialu bohaterowna 
zlych i dobrych, pojawianie si§ realnych problemow 
i tematow tabu i oczywiscie charalcterystyczny j^zylc 
dialogu, humor, paradolcs, parodia - to glowne walory 



jej pisarstwa. W Banskiej Bystrzycy obejrzelismy spelc- 
talde: S maeznego, proszg Wilka! w wylconaniu gospoda¬ 
rzy i Basri o Rycerzu bez Konia z Teatru Lalelc w Koszy- 
cach. Przytulny, niewielki swiat bohaterowpierwszego 
przedstawienia - wylcreowany przez rezysera Mariana 
Peclc§ i scenografk^ Ev§ Farlcasovq - miesci si§ na bla¬ 
de stolu. Utrzymany wtonacjachbezu, brqzu, sepii 
zachwyca lcunsztownymi, finezyjnymi lallcami, ozywa- 
jqcymi dzi^ki dwojce alctorow. Pelna absurdalnych, 
lcomicznych zwrotow alccji i nonsensownych sytuacji 
opowiesc o pewnym starzejqcym si§ Willcu i malym 
Zajqczlcu musiala dotlcnqc calkiem alctualnych spraw 
zyciowych, slcoro mlode jurypostanowilo uhonoro- 
wac jq trzeciq nagrodq. 

^[Rozbijanie fabul, strulctur, mowienie o sprawach waz- 
nych dla mlodego widza tu i teraz, relatywizm postaw 
we wspolczesnym swiecie - ale talcze lcomizm sytuacji 
i doweip slowny - wyznaczaly sensy pozostalych 
przedstawieii z tego nurtu: Psa (Pri)tulaka Teatru Piki 
i Naprawdq albo o chlopcu, lctory rysowal z Teatru Lalelc 
w Bratyslawie. Wspolczesny telcst AaahrU! - z inspiraeji 
lctorego powstal bratyslawski spelctald - uznany zostal 
na swiatowym lcongresie ASSITEJ W2006 rolcu za Naj- 
lepszq Sztulc^ dla Dzieci. Mowi o samotnosci w dzisiej- 
szym szalonym, rozp^dzonym swiecie istot wrazli- 
wych, nieprzystosowanych, innych. Chlopiec 
- utozsamiajqcy si§ z Ptakiem, o trzepotliwej duszy 
i niespolcojnych ruchach - tworzy, rysuje swoj swiat 
z wyobrazni. W nim moze si§ ulcryc, poczuc bez- 
pieezny, chociaz i tarn czai si§ grozne, nierozpoznane 
zlo. Chlopcu udaje si§ przezwyci^zyc niepewnosc, 
nazwac wlasne potrzeby, pragnienia, marzenia. 
Rodzice, poczqtlcowo obey, nierozumiejqcy, uzyslcujq 
w finale ptasie emblematy, zostajq zaproszeni do 
swiata syna. Czy jednalc dzieje si§ to naprawd^? Spelc- 
tald, interesujqcy wrezyserskim i plastycznym pomy- 
sle (rezyseria Ivan Martinlca, Andrej Kalinlca), balan- 
suje na cienkiej lcraw^dzi mi^dzy tym, co wymyslone, 
a tym, co moze bye rzeczywiste. Mimo dramaturgicz- 
nych zawilosci widzowie - mlodsi i starsi - zostajq 
z ldarownq myslq: trzeba umiec obronic swojq innosc. 


Festiwale 
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* Dojrzewanie... 

^[Przedstawienie o Chlopcu-Ptalcu jest pomostem mi§- 
dzy teatrem dla dzieci i nastolatlcow. Stawia trudne 
pytania i nie daje jednoznacznych odpowiedzi, 
podobnie jalc Alicja z Wyzszej Szlcoly Sztuk Scenicz- 
nych w Bratyslawie i - uhonorowany przez mlode jury 
pierwszym miejscem - Marvin z Teatru Lalelc w Ostra- 
wie. Inscenizacja Dudy Paivy i Mischy van Dullemena 


DRUGIIMPULS (SPEKTAKLE DLA DOROSLYCH) 
Organizatorzy festiwalu w Banskiej Bystrzycy przy- 
znajq, ze produlccje teatru lalelc dla doroslych sq 
w mniejszosci, chociaz w ostatnich latach liczba 
przedstawien w Slowacji wzrosla. O wartosciach tego 
teatru trzeba niezmiennie przypominac, gdyz to nie 
lallci przyciqgajq widzow na wieczorne spelctalde. 
Raczej znany tytul, temat, wybitny rezyser. 



przemowila do mlodziezyw Banskiej Bystrzycy 
z ogromnq silq. Marvin wychowywany jest przez 
guwernantlci w internacie, z dala od domu i rodzicow, 
z wiellcq surowosciq i dyscyplin^. Ucielca z opresyjnych 
sytuacji w swiat wyobrazni, w lctorym - wyzwolony 
spod uciqzliwej opielci - moze doswiadczac wolnosci. 
„Wolnosc na zawsze" - oto slowa wytatuowane na ple- 
cach zbuntowanego nastolatlca, wzbudzajqce wwycho- 
wawczyniach wscieldosc i odraz§. Bye moze talcie 
same odczucia rodzi wnich budzqce si§, dojrzewa- 
jqce, wciqz niewinne cialo. W spelctaldu starzejqce si§ 
kobiety otrzymaly - typowq dla estetyki tworcy - nad- 
naturalnq gqbczastq form^. Mlodzi, obokMarvina 
talcze chlopak i dziewezyna wyprowadzeni z marzeii 
bohatera, majq proste ubrania, podkreslajqce ich 
zwinne, smulde sylwetki. Groteskowe postaci guwer- 
nantelcporuszajq si§ ci^zlco, niezgrabnie, alctorzy 
noszq wysokie lcoturny. Marzenia, pragnienia, t^slc- 
noty mlodych oddaje taniec, lctory wyzwala 
bohaterowze swiata doroslych, swiata nalcazow, 
zalcazow, szpetoty. 


Drugi Impuls lcazal wi§c pomyslec nad lcondycjq 
wspolczesnego teatru lallcowego dla doroslych oraz 
przesledzic obecnosc dramatow Szelcspira 
w tym repertuarze. 

^[Konferencja teatrologiczna William Shakespeare i jego 
interpretaeje w teatrach lalkowych zostala zorganizo- 
wana przy wspoludziale Instytutu Teatralnego w Bra- 
tyslawie i dzi^ki wsparciu UNIM-y. Swoje wystqpienia 
zaprezentowali: Nina Malikova, Ida Hledikova, 

Henryk Izydor Rogacki, Didier Plassard, Jungmin 
Song i Carole Guidicelli. 

^[Natomiast autentyeznq obecnosc Szelcspira w teatrze 
lalelc potwierdzila inscenizacja Mariana Pecki z Teatru 
Banialulca w Bielslcu-Bialej Sen nocy letniej. To wspa- 
niale, peine przepychu widowislco w scenografii Evy 
Farlcasovej jest opowiesciq o teatrze zycia. 

Caly swiat to scena, 

A ludzie na nim to tylko alctorzy. 

Kazdy z nich wchodzi na sceng i znilca, 

A kiedy na niejjest, gra rozne role. 

(Jak warn si$ podoba, tlum. Maciej Slomczyriski) 
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oo Odgrywamy swoje role z elegancjq i wdzi^kiem, jak 

Hipolita i Tezeusz, Oberon i Tytania, lub niezdarnie, 
niechlujnie, wystawiajqc sic na szyderstwo i wysmia- 
nie, jak rzemieslnicy ateriscy. Czujemy sic pewnie 
w swoich lcostiumach lub blqlcamy sic po lesie 
wposzukiwaniu wlasnej tozsamosci. W nieustannej 
grze, lctora toczy sic na roznych poziomach, poslugu- 
jemy sic przedmiotami, lallcami, magiq, muzylcq, 
ludzmi... Poddajqc sic czarowi przedstawienia, pod- 
swiadomie czujemy, ze zbliza sic final. Nadejsc kiedys 
musi. Trzeba b^dzie zejsc ze sceny... 

«([ Jesli Sen nocy letniej jest przedstawieniem takze 
o milosci, to na pewno o emocjach, pozqdaniu i pozo- 
rach mozna mowic w wypadlcu Milosci P i namiqtno- 
sciB. Spelctald powstal na podstawie Romansu Perlim- 
plina iBelisy F.G. Lorki. Mloda aktorka z Teatru Odivo 
z Baiiskiej Bystrzycy, Maria Danadova, z ogromnym 
temperamentem, energiq i liryzmem opowiada histo¬ 
ric niedoswiadczonego w sprawach milosnych, nie- 
smialego Perlimplina, jego ognistej zony Belisy i wier- 
nej swemu panu, lcochajqcej Markolfy. Nic nie jest 
takie, jakie z pozoru sic wydaje, ale jedno jest pewne. 
Aktorka swietnie buduje losy trojki bohaterow: wciela 
sic wpostaci, lcomentuje zdarzenia, animuje nieba- 
nalne lalki z drewna i materialu, ozywia przedmioty. 
Zamienia niewiellcq przestrzeii sali teatralnej 
wpelen namictnosci ogrod Perlimplina. 

^[Podobnie, dzicki sile kreacji, Ivan Martinka wPasjach 
Bartymeusza przeistacza scene w miejsce wydarzen 
cudownych, bolesnych i ostatecznych. 

W obu tych talc roznych spelctaldach alctorzy tworzq 
wyraziste, peine ekspresji role, poslugujqc sic przed- 
miotem, lallcq, ruchem, muzylcq, spiewem. 

Zmiennosc rytmow, nastroju, nasycenie obrazow 
emoejami decydujq o wartosci prezentaeji. 

^[WDrugim Impulsie - dzicki Teatralnemu Studiu 
T.W.I.G.A. (Theater Woman Improvisation Gender 
Action), dzialajqcemu przy teatrze lalelc Na Razcesti 
- zabrzmial z duzq silq glos lcobiet. Spelctald Diagnoza: 
slovo slconstruowany zostal wolcol tematu przemocy, 
obecnej wsposobie interpretowania slowa, uzyeia 
przedmiotu, w gescie, mowie ciala az po swiadome 
dzialanie i modelowanie sytuacji spolecznych. Precy- 
zyjna, dobitna gra osmiu alctorelc - wspomaganych 
przez pianistlcc i poprowadzonych przez rezyserlce 
Ivetc Slcriplcovq - byla moenym alccentem 
lcoriczqcym festiwal. 

^[Miedzynarodowy Festiwal Wspolczesnego Teatru 
Lalelc w Baiiskiej Bystrzycy uwazam za udany. 
Sprzyjala temu sympatyezna towarzyslca atmosfera, 
goscinnosc gospodarzy, pogodna jesienna aura... 

Ale jest cos, co nie daje mi spolcoju. Wracam do pytah 
postawionych przez organizatorow, dotyczqcych 
lcwestii podstawowych: miejsca sztuki w zyciu spo- 
lecznym, potrzeby organizowania festiwali i dalszego 
funlccjonowania teatru lallcowego. Podjeto probe 
rozmowy, ale wlasciwie pytania pozostaly 
bez odpowiedzi. 



^[Czy wystarezy wicc, by nasze festiwalowe spotlcania 
byly tyllco udane? laic podgrzac temperature wyda- 
rzeii, sprawic, zeby dyslcusje staly sic gorqce, zazarte, 
przedstawienia lcontrowersyjne i niezapomniane, 
a wytworzone pole energii artystyeznej talc silne, ze 
zbedne byloby pytanie wyjsciowe: SZTUKA, PO CO? 

19. Micdzynarodowy Festiwal Wspolczesnego Teatru Lalek dla 
Doroslych i Dzieci „Babkarska Bystrica" - Podwojny Impuls, 
23-27 wrzesnia 2014 



Festiwale 
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< f m ^ his dramatic question opened the “Babkarslca Bystrica" Double 

^ Impulse Festival. 

“ ^[Two other important albeit paradoxical questions were posed at 

* a meeting commencing the festival: What is the purpose of the 

^ festival (in Banska Bystrica)? What is the purpose of the (puppet) theatre? 

z The discussion was provoked by the growing financial problems of cul- 

£ tural institutions in Slovakia. The statements and commentaries made by 

£ the participants of the meeting were enhanced by a film presentation in 

^ which celebrated artists from Banska Bystrica and abroad replied to the 

above questions. In my opinion, however, it was the festival - the event, 
the spectacles of both Impulses, and the official and unofficial contacts - 
that spoke volumes. 

^ Start the Eviction! - this was the signal commencing the Slovak National 
Uprising in August 1944 and the title of a unique staging prepared by stu¬ 
dents of local art academies: the Academy of Performing Arts in Brati¬ 
slava, the Janacelc Academy of Music and Performing Arts in Brno, and 
the Conservatory of J.L. Bell in Banska Bystrica, with a scenario and sets 
by Marketa Placha, and directed by Katarina Aulitisova. Human emotions 
spanning from joy, hope and courage, suffering, humiliation and exhaus¬ 
tion to despair and death were enclosed within more than ten images - 
evocative and brimming with meanings depicted with an abbreviation 
and a metaphor. Group experiences intermingled with individual ones, 
and grotesque scenes full of youthful humour were almost immediately 
replaced by dramatic silence and whispers in the dark. Violently opened 
and loudly shut doors separated us from the events. The unusually spatial 
interiors of the Radvansky Manor House, the sincerity and freshness 
of the effectual young actors creating brief situations exerted a great 
impression upon all participants of the spectacle, wandering in theatrical 
time and space. 


FIRST IMPULSE 

The touch, or the theatre (?) for the youngest 

^[In Poland the theatre addressed to children aged up to three years of age 
functions successfully, invariably providing emotions and themes for 
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discussions held not so much by the recipients as by 
the artists. Questions asked in Banska Bystrica resem¬ 
bled those posed in Poland: can events representing 
this current be described as a theatre, and what should 
be the nature of the artistic experience intended for 
the youngest audience, whose members remain in 
total symbiosis with the mother or the father while vis¬ 
iting theatrical space. I leave these questions unre¬ 
solved in the belief - shared by others taking part in 
the discussion - that the theatre for the youngest is the 
outcome of the needs of the mother and child, i.e. con¬ 
tact with art, as well as of the author's interest in a the¬ 
atre of this sort. 

HAkvabatolarium, a spectacle produced by the festival 
hosts, was an unpretentious meeting of the actor and 
children. Enjoying unrestrained fun with assorted 
objects the young spectators went on a great sea voy¬ 
age from a small pool towards an infinite ocean of... 
emotions created by the artists' imagination. 

^[The spectacle proposed by the Atofri Theatre from 
Poznan - Kolko lcrqc (Wheel, Turn) guided children 
across the world of the sounds of Nature and music. 
The form and applied substance of a playing and 
revolving circle transferred the young and older mem¬ 
bers of the audience, enclosed within, to a slightly 
higher level of artistic abstraction. 

^[The encounter of humour, magic, simple stories, and 
refined aesthetics in About the Lamb that Fell from the 
Slcy won second prize awarded by the children's jury to 
the Puppet Theatre from Liberec. The text by the Ger¬ 
man author Fred Dorrian created an attractive specta¬ 
cle using minimum words to create maximum impres¬ 
sions and emotions as well as situations and theatrical 
signs. The scrupulous treatment of the young specta¬ 
tor together with the preservation of suitable propor¬ 
tions between fun, games, and the gravity of narration 
were the determinants of the spectacle, which offered 
just as much joy and satisfaction to the children as to 
the adults. 

Spectacles for older children, or long live 

Marta Gusniowska! 

Plays by Marta Gusniowska staged in Slovak theatres 
are just as successful as in Poland. Participants of the 
meeting summing up First Impulse, including pre¬ 
dominantly observers of the Impulse endeavours, 
spoke about the contemporary nature of Gusniowslca's 
texts. The process of abandoning well-established 
fairy-tale stereotypes, the absence of a division into 
good and evil characters, the appearance of real prob¬ 
lems and taboo topics, and, naturally, the characteris¬ 
tic language of the dialogue, humour, paradox, and 
parody are the chief assets of this author's plays. We 
watched Smacznego, proszq Wilka! (Bon Appetit, 

Wolf!), shown by the festival host, and Bash o Rycerzu 
bezKonia (The Tale of the Knight without a Horse), 
produced by the Puppet Theatre from Kosice. The cosy 
world of the protagonists of the first spectacle, created 


by director Marian Peclco and stage designer Eva 
Farlcasova, is the size of a tabletop. Maintained in 
shades of beige, bronze, and sepia, it is peopled by 
enchanting and sophisticated puppets animated by 
two actors. The story about a certain aging Wolf and 
a little Bunny - full of absurd, comical twists and non¬ 
sensical situations - must have evoked some thor¬ 
oughly topical life situations since the young jury 
decided to award it the third prize. 

The process of shattering plots and structures, the 
mention of issues of importance for the young specta¬ 
tor here and now, the relative nature of attitudes in the 
contemporary world - but also comic situations and 
jokes - delineated the sense of the remaining specta¬ 
cles representing this particular current: Pies 
(Prl)tulak (The Wandering Dog), staged by the Piki 
Theatre, and Naprawdg albo o chlopcu, ktory rysowal 
(About a Boy Who Drew), shown by the Bratislava 
Puppet Theatre. In 2006 the contemporary text 
of Aaahr!!!, which inspired the Bratislava spectacle, 
was recognised at the international ASSITEJ congress 
to be the Best Play for Children, dealing with loneli¬ 
ness of sensitive, maladjusted others in the present- 
day frenzied world. The Boy - who identifies himself 
with the Bird, with a fluttering soul and anxious move¬ 
ments - draws an imaginary world in which he can 
hide and feel safe, although menacing and unidenti¬ 
fied evil lurks within. The Boy manages to overcome 
uncertainty and identify his needs, wishes and 
dreams. In the finale, his parents, initially alien and 
uncomprehending, become endowed with bird 
emblems and are invited to enter their son's world. 

Is all this really happening? The spectacle, featuring 
interesting direction and visual arts conceptions 
(direction: Ivan Martinka, Andrej Kalinlca), balanced 
on the thin edge between the imaginary and that, 
which could be real. Despite the convoluted drama¬ 
turgy, the older and younger spectators retain 
one lucid idea: we have to know how protect 
our otherness. 

* Growing up... 

^fThe spectacle about the Boy-Bird is a bridge of sorts 
between the children's theatre and that addressed to 
adolescents. It poses difficult questions and does not 
offer unambiguous answers, just as Alice, staged by the 
Academy of Performing Arts in Bratislava, and Marvin, 
produced by the Puppet Theatre in Ostrava, winner 
of the first prize awarded by the young people's jury. 
The staging by Duda Paiva and Mischa van Dullemen 
spoke to the young spectators gathered in Banska 
Bystrica with great force. Marvin is brought up by strict 
teachers in a boarding school far from his home and 
parents. He flees this oppressive situation and finds 
refuge in an imaginary world free from stifling custody 
so that he can experience freedom. “Fiberty for ever" - 
these are the words tattooed on the back of the rebel¬ 
lious teenager, producing the anger and disgust of his 


Festivals 


Art, What’s the Purpose? TEATR LALEK NR 3-4 (117-118) 2014 


70 


teachers. Quite possibly the same feelings are aroused 
in them by his still innocent but pubescent body. 

In the spectacle the aging women were granted 
a spongy form typical for the aesthetics of the author. 
The young people - Marvin is accompanied by a boy 
and a girl, the inhabitants of his dreams - wear simple 
clothes accentuating their slim, nubile bodies. The 
grotesque and clumsy governesses move with diffi¬ 
culty and wear buskins. The dreams, longings, and 
wishes of the young are portrayed in a dance, which 
sets them free and allows them to escape the world 
of the adults, a world of injunctions, prohibitions, 
and ugliness. 

SECOND IMPULSE (SPECTACLES FOR ADULTS) 

^fThe organisers of the Banska Bystrica festival admit 
that theatrical productions addressed to adults com¬ 
prise a minority. Although in recent years the number 
of such spectacles in Slovakia has risen it is still neces¬ 
sary to incessantly remind of their assets since it is not 
the puppets that draw the audience to the evening 
shows but celebrated titles and outstanding directors. 
Second Impulse thus forced us to reflect on the condi¬ 
tion of the puppet theatre for grown-ups and to follow 
the presence of Shakespearean dramas in this parti¬ 
cular repertoire. 

^The conference William Shakespeare and interpreta¬ 
tions of his plays in puppet theatres was held with the 
cooperation of the Theatre Institute in Bratislava and 
thanks to the support of UNIMA. The speakers 
included Nina Malikova, Ida Hledikova, Henryk Izydor 
Rogacki, Didier Plassard, Jungmin Song and Carole 
Guidicelli. 

^[The authentic presence of Shakespeare in the puppet 
theatre was confirmed by a staging proposed by 
Marian Peclco from the Banialuka Theatre in Bielslco- 
Biala. The magnificent and opulent A Midsummer's 
Night Dream with stage design by Eva Farkasova is 
a story about the theatre of life. 

All the world’s a stage , 

And all the men and women merely players: 

They have their exits and their entrances; 

And one man in his time plays many parts. 

(As You Like It) 

^[We enact our parts either with elegance and charm, in 
the manner of Hippolyta and Theseus, or Oberon and 
Titania, or clumsily and slovenly, risking derision and 
scorn, like the Athenian artisans. We feel secure in our 
costumes or wander across the forest seeking our iden¬ 
tity. In the incessant game played upon different levels 
we use objects, puppets, magic, music, and people... 
Succumbing to the allure of the spectacle we subcon¬ 
sciously feel that the finale is nigh. It must come at 
some time or other, and we shall have to exit the stage... 

^flf A Midsummer Night's Dream was a spectacle also 
about love then emotions, desire and appearances can 
be mentioned in the case of The Love ofP. and Passion 
ofB., after The Love of Don Perlimplm and Belisa in the 


Garden by F.G. Lorca. Maria Danadova, a young 
actress from the OdivoTheatre (Banska Bystrica) 
recounts with great temperament, energy, and lyri¬ 
cism the story of the timid Perlimplin, inexperienced 
in matters of love, his passionate wife Belisa, and the 
loving Marcolfa, loyal to her master. Nothing is as it 
seems, but one thing is certain. The lead actress bril¬ 
liantly constructed the fate of the three protagonists: 
she embodied the dramatis personae, commented on 
the events, animated the original puppets made 
of wood and fabric, and brought objects to life. In 
doing so, she changed the small space of the theatrical 
hall into Perlimplin's garden brimming with passion. 

It In a similar manner, and thinks to his powerful perfor¬ 
mance, Ivan Martinlca in The Passion ofBartimej trans¬ 
formed the stage into the site of wonderful, painful, 
and ultimate events. 

^[In both such different spectacles the actors enacted 
expressive roles while using the object, the puppet, 
motion, music, and songs. The changeability of the 
rhythms and the ambiance and the suffusion of the 
imagery with emotions proved decisive for the merit 
of the presentations. 

Thanks to the Theater Woman Improvisation Gender 
Action studio accompanying the Na Razcesti Theatre, 
Second Impulse resounded with the forceful voices 
of women. The structure of the spectacle Dignose: 
worte focused on the topic of violence spanning from 
the interpretation of words, the use of objects, ges¬ 
tures, and body language to conscious activity and the 
modelling of social situations. The meticulous and 
expressive performance given by eight actresses 
assisted by a pianist and directed by Iveta Skripkova 
was a strong accent closing the festival. 

^[1 consider the International Festival of Contemporary 
Puppet Theatre for Adults and Children in Banska 
Bystrica to be a success. It was favoured by the condu¬ 
cive, sympathetic atmosphere of a social meeting, the 
hospitality of the hosts, the fine autumn weather... But 
there is something, which gives me no peace. I return 
to the questions posed by the organisers and pertain¬ 
ing to fundamental issues: the place of art in social life, 
the need to organise festivals, and the further func¬ 
tioning of the puppet theatre. An attempt was made to 
conduct a discussion, but the actual question remains 
unresolved. 

*Is it enough for our festival meetings to be merely suc¬ 
cessful? How should we raise the temperature of the 
events so that such discussions would become impas¬ 
sioned and fervent, the spectacles - controversial and 
unforgettable, and the generated field of artistic 
energy so strong that the initial question: 

ART. WHAT'S THE PURPOSE? would become 
be superfluous. 

19th International Festival of Contemporary Puppet Theatre 
for Adults and Children "Babkarska Bystrica" - Double Impulse, 
23-27 September 2014 
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Z koricem maj a Warszawa stala si§ mekkq znawcow i tworcow 

teatru dla mlodego widza. Przyjechali z osiemdziesi^ciu paristw, 
szesciu lcontynentow, by uczestniczyc w 18 Swiatowym Kongre- 
sie ASSITEJ i specjalnej edycji Festiwalu Teatrow dla Dzieci 
i Mlodziezy „Korczak” Patronat nad wydarzeniem obj^la malzonka prezy- 
denta Anna Komorowslca, a proj elct zrealizowano przy pomocy srodkow 
finansowych Ministerstwa Kultury i Dziedzictwa Narodowego oraz Urz§- 
du Miasta Warszawy. Wydarzenie wspolorganizowal Instytut Teatralny 
im. Zbigniewa Raszewskiego w Warszawie. Haslo tegorocznego Kongresu 
brzmialo: „ Facing the audience/Widzenie widza” 

Kongres ASSITEJ otworzylo widowislco Song Manufacture wwykonaniu 
dzieci z Ogniska Teatralnego U Machulskich i adeptow Szlcoly Machul- 
skich. Zjazd rozpocz^to od oceny realizacji planow i zalozeri wyznaczo- 
nych na poprzednim zjezdzie i okreslenia nowych kierunkow rozwoju 
teatru dla dzieci i mlodziezy. Na Walnym Zgromadzeniu wybierano nowe 
swiatowe wladze; swoje stanowisko utrzymala dotychczasowa prezes Sto- 
warzyszenia Yvette Hardie. Czlonlcowie zdecydowali, ze XIX Swiatowy 
Kongres ASSITEJ w 2017 roku odb^dzie si§ w Kapsztadzie w RPA. 

Kongres ASSITEJ to mi^dzynarodowa debata oceniajqca wspolczesnq 
kondycj^ teatru dla mlodego widza, wyldady, seminaria, panele dyslcu- 
syjne, lconferencje i spotkania plenarne, podczas lctorych profesjonalisci 
z dziedziny teatru dzielq si§ doswiadczeniem, wymieniajqpoglqdy, 
wzbogacajq swojq wiedz§ i poszerzajq horyzonty. 

^[Podczas Kongresu odbylo si§ sympozjum Rzecznilca PrawDzieclca 
Prawa dzieclcaw sztuce - dialogpolcolen. 25 latKonwencji o prawach 
dziecka, lctoremu towarzyszyl spektald Masz prawo do swoich praw 
Teatru Lejeryz Poznania. 


Bylismy ptakami \ We Used To Be Birds, Teatr Lalkowy Mesebolt, W^gry | Hungary 
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Kilka sposrod wielu wydarzen towarzyszqcych Kon- 
gresowi zwracalo szczegolnq uwag§, warto je wi^c 
przywolac. 

Sympozjum Teatr jako przestrzeri emancypacji 
i obraz zmiany spotecznej 

•[Sympozjum dotyczylo waznej i coraz bardziej dostrze- 
ganej potrzeby wciqgni^cia w przestrzeri teatralnq 
dzieci niepetnosprawnych. Powstajq projelcty, war- 
sztaty, spelctalde, dajqce im szans§ coraz szerszego 
wypowiadania si§ wkazdej dziedzinie, na lctorq chcq 
miec swoj sluszny wplyw. Ta artystyczna wypowiedz 
niepetnosprawnych staje si§ wypowiedziq w swojej 
sprawie i wielkim krokiem do emancypacji nie tyllco 
artystycznej, ale przede wszystkim spotecznej. 
Pozwala dzieciom wyj sc z nielubianej roli „innych" 
zamkni^tych w,,bezpiecznej" izolacji, spotlcac si§ 
z drugim czlowiekiem, z widzem, lctory pomaga cho- 
remu dziecku zburzyc dotychczasowy wewn^trzny 
obraz siebie i stworzyc go na nowo. Z lcolei widzowi 
pomaga zmienic stereotypowe patrzenie na dzieci 
chore. To najlepsza lekcja tolerancji, alcceptacji i sza- 
cunlcu, jalcq mozemy dac zdrowym dzieciom. Coraz 
wi^cej uwagi poswi^ca si§ tez widzowi z dysfunlc- 
cjami. Dzieciom niewidomym i niedostyszqcym teatr 
ma do zaproponowania audiodeskrypcje, tlumacze- 
nie spelctaldi na j^zylcmigowy, p^tle indukcyjne, 
umozliwiajqce odbior przedstawien. Pojawiajq si§ 
powoli spelctalde dla dzieci niewidomych. Polska 
tworczosc teatralna moze tez pochwalic si§ 

z 
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pierwszymi przedstawieniami dla osob z autyzmem, 
uwzgl^dniajqcymi potrzeby zmiany slcali nat^zenia 
dzwi^ku i swiatla. O wysillcu emancypacji dzieci z dys- 
funkcjami mowila Justyna Liplco-Konieczna z Teatru 
21 w Warszawie, mozliwosci teatralnych dzialan z nie- 
pelnosprawnymi dziecmi wskazywala dyrelctor Mi§- 
dzynarodowego Biennale „Terapia i Teatr" w Lodzi 
Agnieszka Piasecka. Uczestnicy wysluchali tez gosci 
z zagranicy. Daryl Beeton z Wielkiej Brytanii, Boris 
Calcsiran z Serbii i Talleri McRea z USA (przedstawi- 
ciele International Inclusive Arts Network) opowiadali 
o projelctach wlqczajqcych osoby z niepelnosprawnos- 
ciami po obu stronach kurtyny. Alex Walker z St 
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Martins Youth Arts Centre 
w Australii przyblizyl pro¬ 
blem sciezelc dzwi^kowych 
wteatrze dla dzieci i mlo- 
dziezy niedoslyszqcej. 

Gisela Hohne z Niemiec 
mowila o zalcorzenianiu 
teatru osob niepelno- 
sprawnych w przestrzeni 
miejskiej iwswiadomosci 
spolecznej na przyldadzie 
Teatru Ramba Zamba. 

PLATFORMA 

DRAMATOPISARSKA 

Suzanne Lebeau poprowa- 
dzila wyldad inauguracyjny 
Pisanie sztuk dla dzieci. Stra¬ 
tegic poznawania i pozyski- 
wania mlodych odbiorcow, 
lctory wzbudzil ogromne 
zainteresowanie i zgroma- 
dzil wielu sluchaczy. To lduczowa lcwestia, przed lctorq 
staje dramatopisarz przygotowujqcy sic do napisania 
telcstu sztuki skierowanej do dzieci. Dla lcogo ma on 
bye? To pytanie nie tyle o metrylce urodzenia, co znaw- 
stwo calego bogactwa i skomplilcowania wewn^trz- 
nego swiata dzieclca, jego psyche i fizis, mozliwosci 
poznawezyeh, percepcji. To pytanie o etap, na jakim 
adresat sztuki znalazl sic w swym dlugim i fascynujq- 
cym procesie rozwoju. 

^[Podczas tego sympozjum wystqpili jeszcze Henning 
Fangauf i Stefan Fischer-Fels, lctorzy swoj wyldad 
Teksty teatralne w ruchu -z Niemiec w swiat poswi^cili 
sztukom niemieckich autorow tlumaczonym iwysta- 
wianym z powodzeniem na calym swiecie. Na war- 
sztat wzi^li sztulce Urlicha Huba Na Arce o osmej 
i zastanawiali si§, co przynosi jej mi^dzynaro- 
dowy sulcces. 

^[Klucz to uniwersalizm. Teksty, lctore majq wymiar 
ponadezasowy, poruszajq temat istotny dla dzieclca, 
jego rodzicow, otoczenia, nalezy tlumaczyc, a sztuki 
pokazywac szerszej publicznosci. To bardzo wazne, by 
mqdre, wartosciowe przedstawienia, lctore w sposob 
dojrzaly i gl^boki, talctowny i delilcatny tralctujq o naj- 
wazniejszych sprawach, nie trzymaly sic granic 
pahstw swoich autorow. Warto, by lcazde dzieclco 
mialo szanse zobaezye, doswiadezye i zrozumiec. 
Henning Fangauf, Kim Peter Kovac, Zbigniew Rudzih- 
ski i inni uczestnicy tej platformy zaprezentowali dra¬ 
maturgic skierowanq do nastolatlcow z roznych stron 
swiata. Wylonila sic dyslcusja o inspiracjach i promo- 
waniu sztuki dla dorastajqcych ludzi. Odbyla sic row- 
niez otwarta dyslcusja Czy wspolczesna dramaturgia 
Iqczy migdzynarodowq wspolnotq teatru mlodego 
iwtofew?, wlctorej podlcreslano potrzebc i sens „dziele- 
nia sic” wartosciowymi przedsicwzicciami teatral- 
nymi na slcalc swiatowq, przy jednoczesnym baezeniu 


na trudnq do zrozumienia 
dla obcolcrajowca specyfilcc 
spelctaldi lolcalnych, mocno 
zalcorzenionych w osobli- 
wym duchu i odrebnosci 
regionu. 

WRITE LOCAL. PLAY 
GLOBAL 

^[To internetowa platforma 
networkingowa dla osob 
piszqcych sztuki dla dzieci. 
To nie tyllco miejsce spotlcan 
tworcow ze swiata, lctorzy 
mogq sic tu poznac, ewiezye 
warsztat, bye dla siebie zrod- 
lem inspiraeji. To tez baza 
danych o instytucjach i pro- 
gramach wspierajqcych 
dramatopisarzy. 

Przez dwa wieezory uezest- 
nilcom sympozjum prezento- 
wano slamy dramatopisarslcie - fragmenty sztuk auto- 
row z 30 lcrajow, ze wszystlcich niemal lcontynentow. 
Sztuki czytano w narodowych jczylcach autorow i tlu- 
maezono na jczylc angielski. Fragmenty swoich telcs- 
tow czytali Maciej Wojtyszlco, Liliana Bardijewslca, 
Marta Gusniowslca, Malina Przesluga i Robert Jarosz. 
^fPojawily sic tez teksty mlodych autorow z Polslci i USA, 
lctorzy w ostatniej chwili zglosili chec zaprezentowania 
swojej tworczosci, wylcorzystujqc olcazjc ujawnienia 
sic przed szerolcq publicznosciq znawcow teatru. 
Szansy tej nie przegapili nastoletni uczestnicy i laure- 
aci lconlcursu organizowanego przez PO ASSITEJ Szu- 
lcamy Polslciego Szelcspira oraz Konlcursu na Miniature 
Teatralnq przeprowadzonego przez Centrum Sztuki 
Dzieclca w Poznaniu. Mlodzi tworcy mieli olcazjc 
zetlcnqc sic z autorami uznanymi, za lctorymi stoi wiele 
lat pracy, doswiadezenia i polamanych pior. 

^fW czasie trwania Platformy Dramatopisarslciej odbylo 
sic poprowadzone przez Henninga Fangaufa, Carla 
Millera i Zbigniewa Rudzinslciego sympozjum Aw tor 
i tlumacz sztuk dla mlodej widowni, lctore stalo sic 
wymianq doswiadezen pomiedzy tlumaczami z roz¬ 
nych lcrajow. Uczestnicy probowali znalezc odpo- 
wiedz na pytania, lctore stawiajq sobie autorzy przelcla- 
downa calym swiecie: co oznaeza tlumaczenie telcstu, 
jalcporadzic sobie z codziennym jezylciem, slangiem 
czy dialelctami. Niemieclci dramatopisarz Lutz Hiibner 
oraz jego polslca translatorlca Lila Mrowinslca-Lissew- 
slca opowiedzieli o doswiadczeniach wspolnej pracy. 
Tlumacz, zasiadajqc do pracy nad oryginalnym telcs- 
tem, ma przed sobq arcytrudne zadanie napisania 
sztuki od nowa. Z szacunlciem dla autora telcstu, z dba- 
losciq o wydzwielc i ldimat opowiesci, musi przetrans- 
ponowac jq do odbioru winnej rzeczywistosci. To nie 
tlumaczenie literlca wliterlcc, to przelozenie historii, 
zalcotwiczenie jej w swiadomosci widza innego niz 
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ten, o ktorym myslai autor, piszqc tekst. Nie kazda jed- 
nak sztulca ma wymiar uniwersalny, nie lcazdy dialog, 
w ktorym pojawia si§ specyficzna dla regionu gwara 
czy charakterystyczny dla pewnej grupy spolecznej 
slang, zabrzmi talc samo wlcraju o innej lculturze 
i innych nalecialosciach j^zylcowych. Nie kazda sztulca 
b^dzie miala wsz^dzie zrozumialy lcontelcst lculturowy 
czy spoleczny. Sq telcsty scisle zwiqzane ze specyfilcq 
paristwa, lctore nie nadajq si§ do zaadaptowania. 

H Kim Peter Kovac, Jerzy Moszlcowicz i Evan Placey 
poprowadzili otwartq dyslcusj^ Czy wspolczesna dra- 
maturgiajestmotorem teatru adresowanego do mlo¬ 
dziezy?, zastanawiajqc si§, na ile przemiany obserwo- 
wane w dramatopisarstwie XXI wielcu rzutujq na 
lcsztalt teatru adresowanego do dorastaj^cych ludzi. 

Sympozjum Small Size Sztulca wpierwszych 
latach zycia 

^[Sympozjum poswi^cono sztuce teatralnej dla naj- 
mniejszych sposrod malych widzow, o specyficznych 
potrzebach i oczelciwaniach, o szczegolnym postrze- 
ganiu siebie i rzeczywistosci wolcol. Maluch nie moze 
bye tyllco widzem, nade wszystlco musi bye wspol- 
tworcq spelctaldu. Uwarunlcowania wielcu nie pozwolq 
mu zasiqsc na widowni, lecz wprzyjaznej, lcameralnej 
przestrzeni, zorganizowanej na scenie czy w foyer tea¬ 
tru. Coraz cz^sciej scenografowie wylcorzystujq ele¬ 
ment zamlcni^cia np. namiotem, odwolujqc si§ do 
zalcodowanej w pami^ci lcomorkowej czlowielca 
potrzeby ulcrywania si§. Przebywanie w mafym, odizo- 
lowanym od swiata zewn^trznego miejscu wzbudza 
w dzieclcu poczucie bezpieczenstwa i pozwala oswoic 
teatralnq przestrzerl. Bezpieczna atmosfera, przy deli- 
lcatnym swietle i sciszonej muzyee, jest idealnym tlem 
do stymulowania i rozwijania dzieci^cej wyobrazni 
i lcreatywnosci. Male dzieclco nie utrzyma lconcentracji 
dluzej niz 20-30 minut, a najlepszym zamlcni^ciem 
spelctaldu b^dzie dla niego zabawa z alctorami i rodzi- 
cami wsrod scenografii i teatralnych relcwizytow. Aby 
przelcaz byl zrozumialy, artysci doslconale muszq znac 
swojego malenkiego odbiorc^, wraz z calym 


wachlarzem charakterystycznych dla jego wielcu moz- 
liwosci poznawezyeh i zachowaii. Grajqc dla talc mlo- 
dej publicznosci, muszq wyzwolic w sobie absolutne 
wyrozumienie dla naturalnej cielcawosci swiata 
i bralcu jalcze nas, doroslych, ograniczajqcych zahamo- 
waii. To nie tyllco olcrzyki radosci, spontanieznie olca- 
zywane zdziwienie czy strach, to sytuacje rozne, zlo- 
zone, rozciqgni^te w czasie, z lctorych zadna nie ma 
prawa zaldocic przebiegu spelctaldu. Maluch rzqdzi si§ 
swoimi prawami i to te prawa obowiqzujq podezas 
przedstawienia dla najnajow. To teatr dla najbardziej 
wymagajqcego widza, bo raczlcujqcego nie tyllco 
doslownie, ale i wprzenosni, w swym odlcrywaniu 
magii teatru. Od tego, co uda mu si§ odlcryc, zalezy, 
czy stanie si§ killcu- i killcunastoletnim widzem. Sym¬ 
pozjum wzbudzilo ogromne zainteresowanie i stalo 
si§ olcazjq do spojrzenia na t§ spraw§ z nowej, szerszej, 
mi^dzynarodowej perspelctywy. Glos zabrali nie tyllco 
polscy znawey tematu, teatrolog Barbara Maleclca oraz 
Alicja Morawslca-Rubczalc, ale rowniez goscie z zagra- 
nicy: elcspert ds. polityki lculturalnej UNESCO z Nie- 
miec Wolfgang Schneider i Gerd Taube - dyrelctor 
Centrum Teatru Dzieci i Mlodziezy we Franlcfurcie 
oraz przewodniczqcy Artistic International Associa¬ 
tion Small size z Wloch Roberto Frabetti i prezes 
ASSITEJ International Yvette Hardie z Republiki 
Poludniowej Afryki. 

Oprocz wymienionych wydarzen odbyla si§ j eszcze 
m.in. prezentaeja projelctu Brzydkie kaczqtko przygo- 
towanego przez Walbrzyski Teatr Lalelc, wyldad Polski 
teatr lalelc dla dzieci i mlodziezy, sympozjum Grotowslci 
i co dalej?, lconferencja naulcowa Teatr dla mlodych 
widzow a postrzeganie wspolczesnego dzieclca. 

Festiwal „Korczalc” 

^[Kongres to rowniez swiatowy festiwal teatrow dla 
dzieci i mlodziezy, najwi^lcszy w Polsce przeglqd form 
teatralnych, osiqgni^c, nowych tendeneji, lctory 
pozwolil zaprezentowac i wypromowac tworcow na 
swiatowym forum. Haslo tegoroeznego festiwalu 
brzmialo: „No limits" teatr bez ograniczeii, bez barier. 
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Na udzial mogty liczyc najwartosciowsze przedstawie- 
nia zawodowe i amatorskie, o najwyzszym poziomie 
artystycznym. Spektakle polskie nie podlegaty ocenie 
jury, jalc to dzieje si§ co roku, ale staly si§ zywq promo- 
cjq polskiego teatru i dramaturgii na swiecie. Spe- 
cjalna edycja korczalcowskiego festiwalu przypadla 
wjego 18 urodziny. Obchodzono je wmi^dzynarodo- 
wym gronie gosci i spelctaldi zagranicznych z niemal 
wszystkich kontynentow. Ta wielokulturowosc stala 
si§ najwazniejszym kryterium doboru przedstawieri. 

O zaproszenie ubiegalo si§ ponad 430 teatrow z 40 kra- 
jow swiata. Rada Artystyczna wybrala 50 najciekaw- 
szych spelctaldi, lctore prezentowane byly na 7 war- 
szawskich scenach. 

A ze festiwal powstal z myslq o dzieciach, nie moglo 
zabralcnqc miejsca dla absolutnej pajdokracji i niczym 
nieslcr^powanej zabawy. Wszystlco to dzialo si§ 
w Strefie Dzieclca - tu widzowie realizowali si§ tworczo 
pod dyslcretnym okiem profesjonalnych animatorow. 
Nie trzeba bylo nilcogo namawiac do zabawy setkami 
mi^lddch, kolorowych szescianow. Powstawalo z nich 
wiele wi^cej niz tyllco jalcze banalne labirynty czy 



zamki... Festiwal to tez happeningi, wydarzenia tea- 
tralne, warsztaty, mi^dzy innymi z improwizacji dla 
dzieci i mlodziezy, oraz liczne wystawy. 

^[Pomyslano o artystycznych doznaniach lcazdej grupy 
wiekowej. Mlodziez miala olcazj^ uczestniczenia 
wprzedstawieniachporuszajqcychbliskiejej prob- 
lemy, niewygodne i trudne, ale wazne dla mlodego 
pokolenia; sprawy, o lctorych mlodzi chc^ mowic; 
historie przelamujqce tabu, wstyd, oswajajqce l§ki 
i niepokoje. Mlodsi wychodzili nasyceni teatralnq 
magiq, pelni zachwytu nad niezwyldosciq artystycz¬ 
nych mozliwosci. Po lcazdym spektaldu mloda publi- 
cznosc spotykala si§ z artystami gotowymi odpowie- 
dziec na lcazde pytanie. W programie znalazly si§ tez 
realizacje dla maluchow od pierwszego roku zycia. 

To unikatowy elcsperyment teatralny festiwalu 
„Korczalc" Ab ovo -Zaczqc odjaja, tym razem 
bogatszy o propozycje z calego swiata. 

^[„Korczak” jakwpoprzednich latach, zaproponowal tez 
tworczosc mlodziezy niepelnosprawnej, zmuszajqcej 
do zrewidowania sposobu myslenia o niepelnospraw- 
nosci. Tego rodzaju spotlcanie widza i alctora w sposob 
naturalny znosi bariery i zmniejsza rezerw§ do tego 
„odmiennego” swiata. Organizatorzy nie zapomnieli 
tez o niepelnosprawnej widowni, udalo si§ zach^cic 
sporo dzieci z dysfunlccjami do przyjscia do teatru, 
a po spektaldu mogly one wziqc udzial przygotowa- 
nych specjalnie dla nich warsztatach. 

18. Swiatowy Kongres ASSITEJ oraz Mi^dzynarodowy 
Festiwal Teatrow dla Dzieci i Mlodziezy „Korczak", Warszawa, 
23-31 maja 2014 
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The ASSITEJ World Congress 



1 artists specialising in the theatre for children and young 

people. They arrived from eighty counties in six continents 
in order to take part in the 18th ASSITEJ World Congress 
and the special edition of the Korczalc International Festival of Theatres 
for Children and Young People. The First Lady Anna Komorowslca was the 
patroness of the event, and the project was partially financed by the Min¬ 
istry of Culture and National Heritage and the Warsaw City Council. The 
event was co-organised by the Zbigniew Raszewski Theatre Institute in 
Warsaw. The motto of the Congress was "Facing the audience” 

^[The ASSITEJ Congress opened with the show Song Manufacture staged by 
children from the U Machulskich Theatre Centre and graduates of the 
Machulski School of Acting. The debate began with an assessment of the 
degree of fulfillment of plans and assumptions delineated at the preced¬ 
ing Congress; new directions of development for the theatre for children 
and young people were defined. The General Assembly selected the new 
international authorities; President of ASSITEJ International Yvette Har- 
die was nominated for another term of office. It was resolved that the 19th 
ASSITEJ World Congress in 2017 will be held in Cape Town in the Republic 
of South Africa. 


^[The Congress included international debates assessing the condition 
of the contemporary theatre for children and young people, lectures, 
seminars, discussion panels, conferences and plenary meetings during 
which theatre professionals shared their experiences, exchanged views, 
expanded their knowledge and broadened their horizons. 

^The Ombudsman for Children's symposium Rights of the Child in Art - 
Intergenerational Dialogue. 25 Years of the Convention on the Rights of the 
Child also took place during the Congress, accompanied by the 
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production entitled Masz prawo do swoich praw (You 
have the right to your rights) by the tejery Theatre 
from Poznan. 

^[Some of the very many events that accompanied the 
Congress were particularly interesting and hence 
should be specifically mentioned here. 

The symposium Theatre as the Space 
for Emancipation and the Picture 
of Social Change 

^[The symposium concerned the important and increas¬ 
ingly often noticed need to include disabled children 
into theatre space. Numerous projects, workshops and 
performances offer those children the opportunity for 
a broader expression of their opinion on any issue 



which they are rightly entitled to influence. The artistic 
expression of the disabled children is also an expres¬ 
sion concerning their issues and a large step towards 
not only artistic emancipation, but above all social 
emancipation. It permits them to step beyond the dis¬ 
liked role of "others" locked in a "safely" isolated space 
and to meet others, especially the viewers, who help 
those children to demolish their earlier inner image 
of themselves and rebuild it anew. The viewers, in 
turn, are thus encouraged to change the stereotypical 
perception of the disabled. This is the best lesson 
of tolerance, acceptance and respect that we can give 
the able-bodied children. Increasingly more attention 
is also devoted to viewers with various dysfunctions. 
Shows are translated to sign language and induction 
loops are installed in theatres to enable the hearing- 
impaired to participate. Children with sight impair¬ 
ments are offered audio-described theatrical produc¬ 
tions, and shows intended for blind children are 
evolving. In addition, Polish theatre boasts the first 
productions addressed to autistic children, which take 
under consideration the need to adjust the sound 
scale and light intensity. Various efforts towards 
emancipating children with dysfunctions were dis¬ 
cussed by fustyna Lipko-Konieczna from Theatre 21 in 
Warsaw, whereas the prospects for theatrical actions 
involving disabled children were pointed out 


by Agnieszka Piaseclca, Director of the International 
Biennial "Therapy and Theatre" in Lodz. Also, the par¬ 
ticipants listened to talks given by foreign guests. Daryl 
Beeton from Great Britain, Boris Caksiran from Serbia 
and Talleri McRea from the USA, representatives of the 
International Inclusive Art Network, reported on pro¬ 
jects involving young people with disabilities in work 
on both sides of the theatre's curtain. Alex Walker from 
St Martins Youth Arts Centre in Australia discussed the 
question of soundtrack in theatre for children with 
impaired hearing, while Gisela Hohne from Germany 
spoke about the ways to anchor the theatre of the disa¬ 
bled in city space and in social awareness, taking as 
her example the Ramba Zamba Theatre. 

The Play writing Platform 

The inauguration lecture Play writing and specific 
audiences: Strategies for understanding and reaching 
these audiences given by Suzanne Lebeau aroused 
great interest and was attended by a considerable 
crowd. The key issue faced by a playwright intending 
to write a play addressed to children is the target. For 
whom will the play be? This question does not con¬ 
cern age certificates, but the awareness of the entire 
range and complexity of the inner world of a child, the 
child's psyche and physique, cognitive capabilities 
and perception; it concerns the stage reached by the 
addressees of the play in their long and fascinating 
process of development. 

Other speakers during this symposium were Hen¬ 
ning Fangauf and Stefan Fischer-Fels. Their lecture 
Theatre Texts in Dialogue - from Germany to Other 
Countries focused on plays by German authors trans¬ 
lated and successfully staged all over the world. Ana¬ 
lysing the play At the Ark at Eight by Ulrich Hub, they 
tried to determine what exactly made it such an inter¬ 
nationally successful text. 

^[The key was its universalism. Texts which have a time¬ 
less relevance, which deal with topics that children 
themselves, their parents and their milieu find impor¬ 
tant, should be translated and shown to broader audi¬ 
ences. It is very important, concluded the lecturers, 
for wise, valuable plays that speak about the crucial 
issues in a mature, profound, tactful and subtle way 
not to be limited to the native countries of their 
authors. Every child should have the chance to see, 
experience and understand them. Henning Fangauf, 
Kim Peter Kovac, Zbigniew Rudziriski and other par¬ 
ticipants of this platform presented plays addressed to 
teenagers worldwide. The following discussion con¬ 
cerned inspirations and promotion of art for adoles¬ 
cents. During the open debate Is contemporary play¬ 
writing a driving force in theatre aimed at teenage 
audiences ? the need for and relevance of sharing high- 
quality theatrical enterprises worldwide was empha¬ 
sised, as was the concurrent need to consider the 
specificity of local texts, strongly rooted in the spirit 
and qualities characteristic to the its region of origin, 
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which a foreign audience may find difficult 
to understand. 

Write Local. Play Global 

This is an online network platform for people inter¬ 
ested in plays written for young audiences. It is not 
only a meeting place for writes from around the globe 
wishing to get acquainted with one another, develop 
their workshop and share inspirations, but also 
a database of institutions and programmes 
supporting playwrights. 

^[For two consecutive evenings the participants of the 
symposium attended playwrights' slams. Passages 
from plays by authors originating from thirty countries 
in almost all the continents were read out in the origi¬ 
nal languages and translated into English. Maciej Woj- 
tyszko, Liliana Bardijewslca, Marta Gusniowska, 

Malina Przesluga and Robert Jarosz presented pas¬ 
sages from their plays. 

^fSome of those texts had been written by young play¬ 
wrights from Poland and the USA. They were submit¬ 
ted at the eleventh hour as their authors seized the 
chance of presenting their work before the wide forum 
of theatre specialists. The opportunity was not over¬ 
looked by the teenage participants and laureates of the 
"Looking for the Polish Shakespeare" contest by 
ASSITEI Poland and the Short Form for Theatre con¬ 
test by the Children's Art Centre in Poznan. The con¬ 
tests gave the young writers an occasion for meeting 
recognised authors with years of work, loads of experi¬ 
ence and scores of broken pens behind them. 

^[The Playwriting Platform included also the sympo¬ 
sium Author and translator in theatre for young people 
led by Henning Fangauf, Carl Miller and Zbigniew 
Rudziriski, which gave translators originating from 
various countries an opportunity for exchanging 
views. The participants tried to find answers to ques¬ 
tions posed by all the translators of the world: what 
translating a text really means, or how to deal with 
everyday speech, slang or dialect in translation. The 
German playwright Lutz Hiibner and the translator 
of his works into Polish Lila Mrowinska-Lissewska 
shared the tale of their cooperation. Sitting down to 
work, a translator faces the daunting task of writing the 
original play anew. Never forgetting to respect the 
author and taking care to render the atmosphere and 
sense of the story, he or she must transpose it for 
reception in a different reality. This is not a letter-by¬ 
letter translation, but a rendition of the story so as to 
anchor it in the awareness of a different viewer than 
the one the author had in mind while writing. Yet not 
every play has an universal dimension. Not every dia¬ 
logue written in a dialect specific to a given region or 
in a slang typical to some social group will sound the 
same in a country whose culture and linguistic tradi¬ 
tions are different. Not every play has a cultural or 
social context that is intelligible everywhere. Some 
texts are so closely linked to the specific character 


of their country of origin that they are well-nigh 
impossible to adapt. 

The open debate Is contemporary play writing a driving 
force in theatre aimed at teenage audiences? was hosted 
by Kim Peter Kovac, Jerzy Moszlcowicz and Evan 
Placey. The debated point was the extent to which 
transformations observed in 21st-century playwriting 
influence theatre addressed to adolescents. 

The Small Size Symposium Performing arts 

for early years 

symposium focused on theatre intended for the 
youngest of young audiences, viewers with very spe¬ 
cial needs and expectations and with a very particular 
perception of themselves and the surrounding reality. 
Toddlers cannot be just spectators; it is imperative that 
they are co-creators of the performance. Circum¬ 
stances resulting from their age do not permit them to 
sit in an auditorium; toddlers need a friendly, intimate 
space arranged for them on the stage or in the thea¬ 
tre's foyer. Stage designers increasingly often use an 
enclosing element, for instance a tent, referring by this 
to the human need for concealment encoded in cell 
memory. Being in a small space isolated from the out¬ 
side world gives the children a sense of security and 
thus helps them tame the theatrical space. The atmos¬ 
phere of security coupled with subtle lighting and 
quiet music creates an ideal background to the stimu¬ 
lation and development of imagination and creativity. 
A small child has the attention span of no more than 
20 to 30 minutes; the best closure to the performance 
is a moment of free play amidst the theatre props and 
decorations in the company of the actors and parents. 
In order to make their message intelligible, the actors 
must be familiar with their little viewers and the range 
of cognitive capabilities and forms of behaviour char¬ 
acteristic of their age. When playing before such 
a young audience, they must develop a total under¬ 
standing for the natural curiosity of children and for 
the absence of inhibitions that restrict adult behav¬ 
iour. This means not only the screams of joy and spon¬ 
taneous displays of surprise or fear, but also various, 
sometimes complex situations continuing over a span 
of time, none of which can be allowed to disrupt the 
flow of the performance. Toddlers are governed by 
their own rules, and it is those rules that are in force 
during a performance for the youngest audience. This 
is the most demanding of all theatre audiences, 
because it is an audience taking its first steps - not 
only literally, but also metaphorically, the first steps 
towards the discovery of the magic of theatre. What 
the toddlers discover determines whether they 
develop into members of the kindergarten and teen¬ 
age audience. The symposium aroused great interest 
and provided an opportunity for looking at the issue 
from a new, broad, international perspective. Among 
the speakers were Polish theoreticians of theatre Bar¬ 
bara Malecka and Alicja Morawska-Rubczalc and 
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foreign specialists: the guests from Germany Wolfgang 
Schneider, Coordinator of the UNESCO Chair Cultural 
Policy for the Arts in Development, and Gerd Taube, 
Director of the Children's and Young People's Theatre 
Centre in Frankfurt am Main, as well as Roberto Fra- 
betti from Italy, Chairman of the International Artistic 
Association Small Size, and Yvette Hardie from South 
Africa, President of ASSITEJ International. 

^[In addition to the above events, there was the presen¬ 
tation of the Ugly Duckling project by the Theatre 
of Actor and Puppet in Walbrzych, the series of lec¬ 
tures Polish Theatre for Children and Young People, the 
symposium entitled Grotowski and what next?, the 
conference Theatre for Young Audiences and Percep¬ 
tions of the Contemporary Child and many others. 

The "Korczak" Festival 

^The Congress encompasses also an international festi¬ 
val of theatres for children and young people. It is the 
largest review of theatrical forms, achievements and 
new tendencies in Poland, and it also provides an 
opportunity to present and promote creators of this 
theatre on the international forum. The motto of this 
year's festival was "No limits" alluding to theatre with¬ 
out restrictions or barriers. Participation in the Festi¬ 
val was reserved for the most valuable performances 
by professional and amateur theatres of the highest 
artistic quality. Productions by Polish theatres were 
not assessed by the jury, but served as live promotion 
of the Polish theatre and dramaturgy in the world. The 
special edition of the "Korczak" International Festival 
fell on its 18th anniversary. It was celebrated in an 
international group of guests, with performances 
from nearly all the continents of the world. This multi¬ 
cultural quality became the chief criterion in the 
selection of performances to be shown during the fes¬ 
tival. Over 430 theatres from forty countries applied 
for an invitation. The Art Council selected fifty of the 
most interesting performances, which were staged in 
seven theatres in Warsaw. 

Since the festival evolved with children in mind, 
a space for total paidocracy and uninhibited play was, 
of course, a must. This is exactly what the Children's 
Area was for; it was there that the young spectators 
satisfied their creative urges under the discreet guid¬ 
ance of professional educators. No-one needed to be 
persuaded to play with hundreds of soft, colourful 
cubes, which were used for the construction of much 
more than just the commonplace labyrinths or cas¬ 
tles. The festival included also happenings, theatrical 
events, workshops, including the one concerned with 
improvisation and addressed to children and teenag¬ 
ers, and many exhibitions. 

^[The organizers satisfied the artistic needs of every age 
group. Teenagers could participate in performances 
which focused on the issues familiar to them, occa¬ 
sionally perhaps distressing and difficult, but impor¬ 
tant to the young generation. These shows concerned 


topics the young people wanted to talk about and tales 
that broke taboos and helped to overcome shame, 
fears and anxieties. Younger children went away filled 
with the theatre's magic and enchanted with the 
incredible artistic solutions it offered. After each per¬ 
formance the viewers could meet the actors, who hap¬ 
pily answered every question they were asked. The Ab 
ovo - Beginning from the egg programme comprised 
shows for toddlers aged above one year. This pro¬ 
gramme is a unique theatrical experiment undertaken 
at the "Korczak" Festival, this time enhanced with per¬ 
formances from all over the world. 

^flust like in the previous years, the "Korczak" Festival 
embraced also theatrical productions staged by the 
disabled young people, which enforced a revision in 
the perception of disability. This kind of a meeting 
between actors and members of the audience natu¬ 
rally annulled barriers and reduced the reservations 
concerning this ostensibly "different" universe. The 
organisers did not forget the disabled viewers, either, 
managing to encourage quite a number of young peo¬ 
ple with disabilities to come to the theatre. After the 
performances these children could participate in 
workshops prepared especially for them. 

The 18th ASSITEJ World Congress and the "Korczak” Internatio¬ 
nal Festival of Theatres for Children and Young People, Warsaw, 
23-31 May 2014 
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yczek Fernando Munro Leafa jest waznqpozycjq swiatowej lda- 
syki literatury dzieci^cej, polskim odbiorcom znanq m.in. dzi§- 
ki przeldadowi Ireny Tuwim oraz nagrodzonej Oscarem anima- 
cji Walta Disneya z 1938 roku. Po historic o rogatym romantylcu, 
lctory od walki na corridzie wolal wqchac lcwiatlci, si^gnql tym razem 
Robert Jarosz, nowy kierownik artystyczny warszawskiego Teatru Guliwer. 
Rezyser i dramatopisarz zaprosil do wspolpracy: scenografa Pavla 
Hubiclc^, kompozytora Piotra Klimlca oraz choreograflc^ Weronilc^ Pel- 
czynslcq - wszyscy ci tworcy przyczynili si§ do powstania nietuzinkowej 
adaptacji powszechnie znanej historii. 

^[Elementem zwracajqcym uwag§ jeszcze przed pojawieniem si§ na scenie 
aktorow sq olbrzymich rozmiarow biale, gdzieniegdzie ubrudzone farb^ 
naczynia, z lctorych wystajq gigantyczne p^dzle. Po prawej stronie sceny 
stoi czerwone drzewo, rowniez zbudowane z roznego rodzaju przyrzqdow 
malarskich, a lculisy z lewej tworzy lcubistyczna, leldeo pochylona biala 
sciana wraz z zawieszonym nad niq ekranem w lcsztalcie nieregularnego 
wielokqta. ByczekFernando wraz z przyjaciolmi zostali wmalowani 
wplotna Pabla Picassa, a abstralccje p^dzla hiszpanskiego artysty doslow- 
nie i w przenosni zyslcaly nowe zycie. 

^fObielctami animowanymi sq tu przede wszystkim przestrzenne maski 
glowbykow (ta forma szczegolnie dobrze wypada w scenie, w lctorej poja- 
wia si§ krowa matlca - jej cialo tworzy troje aktorow animujqcych siebie, 
maslc^ i „ogon” zrobiony z wielkiego patylca do mieszania farby) oraz, 
przypominaj^ce dzieci^ce zabawki, trojwymiarowe modele Picassow- 
skich bylcow jezdzqce na kollcach. Imponujqco wypada naturalnych roz¬ 
miarow plaski tekturowy Icon wyci^ty z Guerniki (caly obraz pojawia si§ 
zresztq w scenie finalowej) „dosiadany” przez anglezujqcego obolc pilca- 
dora. Talc jale obielcty utrwalone przez hiszpanskiego malarza dalekie sq 
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od swoich realistycznych pierwowzorow, talc w spelc- 
taldu Jarosza wlcazdej scenie akcentowana jest umow- 
nosc teatralnych sytuacji: m^zczyzni w glanach, slco- 
rzanych spodniach i czarnych koszullcach sq 
byczlcami, a lcobiety ubrane w falbaniaste sulcienlci do 
flamenco - lcwiatami. Lallci wspolistniejq na scenie 
razem z alctorami - rozdzial na plany zywy i lalkowy 
zdaje si§ nie miec tu istotnego znaczenia. 

^[Eksponowaniu lconwencji sluzy rowniez sposob, w jaki 
zostal potralctowany telcst. Choc na scenie pojawia si§ 
postac Narratorki recytujqcej kolejne wersy Byczka..., 
slowo nie ogrywa roli nadrz^dnej wzgl^dem innych 
srodlcowwyrazu, talcich jakobraz, ruch czymuzyka. 
Historia o Fernandzie jest opowiadana, ale bohatero- 
wie rowniez „opowiadajq si§ sami" a w spektaldu na 
rowni funlccjonujq jak gdyby dwa j^zyki. Pierwszy, zro- 
zumialy dla polslcoj^zycznych widzow, jest wazny nie 
tyllco ze wzgl^du na znaczenie, ale rowniez na brzmie- 
nie lcolejnych zdaii, po wielokroc powtarzanych i into- 
nacyjnie przetwarzanych. Drugi sldada si§ z mrulc- 
ni^c, gwizdow, pislcow, bzylcow, parskni^c i chicho- 
tow, i jest mowq uzywanq w lcubistycznym swiecie 
sceny. Wspolistnienie tych dwoch drogkomunikacji 
przywoluje na mysl dzieci^ce zabawy, gdzie obolc 
codziennego j^zylca cz^sto wyst^pujq neologizmy 
ionomatopeje. 

^[Silq w wielu momentach nap^dzajqc q alccj§ jest - 
inspirowana hiszparislcim flamenco - muzylca bynaj- 
mniej nie ograniczona do funkcji ilustracyjnej: jej 
tempo i nastroj warunlcujq zachowanie postaci. 
Dzwi^k zazwyczaj pojawia si§ chwil^ przed dziala- 
niem i to on owo dzialanie powoduje. Byczki tupiq, 
ldaszczq i tariczq z lcwiatami w rytm wystukiwany 
przez lcastaniety i gitar§, a piosenlca A wMadrycie 
zostaje wglowie dlugo po opuszczeniu widowni. 

Scenq lculminacyjnq i szczegolnie zapadajqcq 
wpami^c jest corrida - napi^cie stopniowo budujq 
rytmiczne uderzenia obcasowo podlog^, powiewa- 
jqce czerwone plachty materialu i dumnie 


prezentujqcy swoje umiej^tnosci matador. Powazny 
i powolny sposob wypowiadania przez niego slow 
wzbudza l§lc o dalsze losy sympatycznego Fernanda. 
Nastroj oczekiwania na „groznego zwierza” pot^guje 
prawie callcowite wyciemnienie sceny, poruszajqcy si§ 
niespolcojnie cieri glowy glownego bohatera i uderze¬ 
nia j ego lcopyt. Wszystlco millcnie, gdy byczelc (rysunelc 
na ruchomym lcubilcu) niepewnie pojawia si§ na sce¬ 
nie. Przejmujqca cisza sprawia, ze napi^cie staje si§ 
trudne do wytrzymania dla dzieci, lctore zaczynajq 
wolac do Fernanda (Tomasza Kowola), by ucielcal. 
Wlcontrze do calej tej grozypozo staje zdezoriento- 
wany i groteslcowy w swej walecznej pozie pilcador. 

«]Znane historie trudno opowiadac od nowa w taki spo¬ 
sob, by zainteresowac widzow wiedzqcych, co dalej si§ 
wydarzy. Alccj§ Byczka Fernanda z warszawskiego 
Guliwera sledzi si§ z zacielcawieniem przede wszyst- 
lcim dzi^lci spojnej estetyce tworzonej przez slowo, 
obraz, muzylc^ i ruch. Tym, co czasem rozprasza 
uwag§, sq nie zawsze uzasadnione projelccje mulime- 
dialne wyswietlane nad scenq. Sil^ omawianej realiza- 
cji jest elcsponowanie umownosci wlasciwej spelcta- 
ldowi teatralnemu, Icons elcwentne podlcreslanie 
wpisanego wt§ hiszpanslcq opowiesc (rodemzAme- 
rylci) jej lcontelcstu lculturowego oraz przede wszystlcim 
pomysl na wyj^cie Picassowslcich postaci z obrazow, 
ozywienie ich i postawienie przed nowym, 
dzieci^cym odbiorcq. 


Byczek Fernando, Munro Leaf. Przeklad Irena Tuwim. Rezyseria 
Robert Jarosz, scenografia Pavel Hubicka, muzyka Piotr Klimek, 
choreografia Weronika Pelczynska, multimedia Krzysztof 
Kiziewicz. Teatr Guliwer, Warszawa. Premiera styczen 2014. 
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r he Story ofFerdinand by Murro Leaf is prominent among the 
world classics of children's literature, known to Polish readers 
thanks to, i.a. a translation by Irena Tuwim and a Walt Disney 
Oscar-wining screen adaptation from 1938. This time, the story 
about a romantic bull, which preferred to sniff flowers to the corrida was 
approached by Robert Jarosz, the new artistic director of the Guliwer The¬ 
atre in Warsaw. The director and playwright invited the stage designer 
Pavel Hubiclca, the composer Piotr Klimelc, and the choreographer 
Weronilca Pelczyriska to collaborate; consequently, they contributed to 
a highly original adaptation of a universally known story. 

Already before the actors appeared on stage the attention of the audience 
was drawn to enormous vessels, in places stained with paint and contain¬ 
ing gigantic paintbrushes. A red tree standing on the right side of the stage 
was also made of assorted painting utensils, while the wings to the left 
comprise a slightly leaning Cubist white wall together with a screen in the 
shape of an irregular polygon suspended above. Ferdinand and his 
friends were introduced onto the canvases of Pablo Picasso and the 
abstract works of this Spanish artist literally and metaphorically 
gained a new life. 

^[The animated objects included predominantly spatial masks of bulls' 
heads (this form was particularly successful in a scene with Ferdinand's 
mother - a cow whose body is created by three actors, a mask, and a "tail" 
made out of a large stick used for mixing paint) as well as three-dimen¬ 
sional models of Picasso's bull, resembling children's toys on wheels. An 
imposing natural-size cardboard horse cut out of Guernica (the painting 
as a whole appears in the finale) is "bestridden" by a picador riding next 
to it. Just as the objects captured by the Spanish painter are distant from 
their realistic models, so each scene in the Jarosz spectacle accentuated 
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the conventionality of theatrical situations: men in 
combat boots, leather trousers and black shirts play 
the part of young bulls and women dressed in bouncy 
flamenco dresses are the flowers. Puppets coexist on 
stage with the actors - here, a division between the 
two appears to be devoid of essential significance. 

^[Convention is emphasized also by the treatment of the 
text. Although a Narrator reading successive verses 
of The Story... appears on stage the word does not play 
a role vis a vis other means of expression, such as 
image, motion or music. The Story of Ferdinand is 
recounted by the protagonists who also "tell about 
themselves” and the two languages seem to function 
in the spectacle as equal. The first language, under¬ 
stood by the Polish-speaking spectators, is important 
not only owing to the meaning but also to the sound 
of the consecutive, oft-repeated sentences, whose 
intonation is transformed. The second is composed 
of growls, whistles, buzzing, splutters, and giggles, and 
is applied in the Cubist world on stage. The co-exist- 
ence of the two communication paths recalls chil¬ 
dren's games, which alongside daily language often 
frequently contain neologisms and onomatopoeias. 

^[Upon numerous occasions the motor force accelerat¬ 
ing the action is music inspired by the Spanish fla¬ 
menco and by no means limited to the function of an 
illustration: its tempo and ambiance determine the 
behaviour of a given dramatis persona. As a rule, 
sound appears just before the activity it causes. The 
young bulls stamp, clap, and dance with the flowers to 
the rhythm created by castanets and a guitar, while the 
song In Madrid is long remembered after leaving the 
theatre. The particularly memorable culmination 
scene is the bullfight - tension is built up gradually by 
the rhythmic tapping of heels against the floor, billow¬ 
ing sheets of red fabric, and a matador proudly dem¬ 
onstrating his skills. The grave and slow way in which 


he utters words gives rise to fear for the future fate 
of the likeable Ferdinand. The mood of waiting for the 
"menacing beast” is intensified by an almost total 
darkness enveloping the stage, the restlessly moving 
shadow of the head of the chief protagonist, and the 
sound of his hooves. Silence descends when the bull 
(a drawing on a moving cube) timidly appears on the 
stage. The stillness causes the tension to become 
unbearable for the children in the audience, who start 
crying out to Ferdinand (Tomasz Kowol) to escape. 
This mood of horror is countered by the disoriented 
and grotesque picador assuming a valiant pose, 
lit is difficult to recount familiar stories in a way that 
would interest spectators who know what will happen 
next. The plot of The Story of Ferdinand at the Guliwer 
Theatre is watched with fascination chiefly thanks to 
the cohesive aesthetic created by the word, the image, 
the music, and motion. At times, attention is dis¬ 
tracted by the not always justified multimedia projec¬ 
tions above the stage. The force of the discussed ver¬ 
sion lies in the stress placed on a convention 
characteristic for a theatre spectacle, consistent 
emphasis on the cultural context inserted into this 
Spanish story (of American origin), and, first and fore¬ 
most, the idea of borrowing characters from Picasso's 
canvases, bringing them to life, and placing them in 
front of a new recipient - the child. 


Byczek Fernando (The Story of Ferdinand), Murro Leaf. 
Translation Irena Tuwim. Direction Robert Jarosz, stage design 
Pavel Hubicka, music Piotr Klimek, choreography 
Weronika Pelczynska, multimedia Krzysztof Kiziewicz. 
Guliwer Theatre, Warsaw. Premiere January 2014. 
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Z lcawallca sparcialej gumy narodzi si§ demon, spiqcych obsiqdq 
owady, zalcwitnq kwiaty. Niby nic nowego, na tym polega magia 
teatru. Ale Vogel idzie dalej: ozywianie materii na oczach widza 
to u niego prawdziwe misterium, w lctorym alctor jest i uczestni- 
kiem obrz^du, i jego zafascynowanym swiadkiem. A gdy jeszcze bohate- 
rem spelctaldu jest sen - o, wtedy zludzenie, ze materia rzqdzi si§ sama, 
j est j eszcze wi^lcsze. 

if Najnowszy spektald Faza REM Phase to wspolne dzielo polslco-niemiec- 
kiej lcompanii - Grupy Coincidentia i Figurentheater Wilde & Vogel. 
Powstal przy wspolpracy Bialostockiego Teatru Lalelc (gdzie mial polslcq 
premier^) i stuttgarckiego FITZ!, grajq wnim aktorzy z obu placowelc. 

I oczywiscie z Coincidentii - wspolpraca tworcow tej grupy Dagmary 
Sowy i Pawla Chomczylca z Michaelem Voglem wywodzi si§ jeszcze z cza- 
sow, gdy ta dwojka studiowala wbialostockiej Akademii Teatralnej. Z ich 
rocznikiem, lctory zawiqzal si§ z czasem w Kompani^ Doomsday, Vogel 
przygotowal m.in. Latajqcego Holendra, potem zas Salome. Aktorzy Kom- 
panii po killcu latach rozeszli si§ w roznych kierunkach, stworzyli nowe 
grupy. Ta, ktora nazwala si§ Coincidentiq, nadal rozumie teatr podobnie 
jak Vogel. Z czasem dawny mistrz stal si§ partnerem, zdarza im si§ two- 
rzyc wspolnie. 

if I talc killca lat temu powstal wizyjny Krabat, a teraz - Faza REM Phase , sur- 
realistyczna wyprawa w senne rewiry. 


Coz to za wyprawa... 

ifTu nic, jak to we snie, nie jest takie, jakie bye powinno, tu wszystlco zdarzyc 
si§ moze, bez logiki, ladu i sldadu. Coz z tego, ze nieobliczalnq nature snu 
probujq ujarzmic naukowey - sen si§ wymylca wszelkim zabiegom, trudno 
go zwazyc, zmierzyc, rozlozyc na cz^sci pierwsze. 
if Ale bohaterowie spelctaldu poczqtlcowo wydajq si§ bye pewni siebie - nad 
przedmiotem badari (faza snu REM) robiq srogie miny, co jedna to lepsza. 
Naulcowa analiza sennych rojeri szyblco sprowadza si§ do laboratoryjnej 
humorystyeznej wiwiselccji. A wr^cz selccji, bo to, co w przedstawieniu 
czelca umysl ludzki obserwowany w czasie snu, trudno inaezej nazwac. 
ifBadacze, odziani wrozne stroje, jalcby przybyli z roznych epolc. Miejsce - 
swoisty gabinet osobliwosci, w lctorym hierarchia ma znaezenie (stoliezki 
roznych rozmiarow, pi^tra, sq wazni i wazniejsi). Malownicze towarzy- 
stwo przyglqda si§ snom z powagq, za pornocq menzurelc, lamp, dziwacz- 
nych urzqdzen, wsrod lctorych znajdzie si§ i domowym sposobem 
robiona maszyna do zasypiania oraz budzenia, i piaselc, w^dlca, notesy, 
ijajlco nawet. 
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^fWszystkie uzywane tu przedmioty sq na swoj sposob 
„lallcq" Ale nie ich animacja jest najcielcawsza - tajem- 
nica Vogla i talentu animacyjnego zaproszonych alcto- 
row objawia si§ gdzie indziej: wmomencie, gdy ozy- 
wiajq cos, co chwil§ wczesniej wlasciwie nie wiadomo 
nawet... czym bylo. Moment dotkni^cia owej nieozy- 
wionej materii staje si§ momentem wyjqtlcowym, 
niczym prastary obrz^d. Jego wyjqtlcowosc polega tez 
na tym, ze w voglo-coincidentialnym tyglu mieszajq 
si§ kwestie, lctorym na co dzien nie po drodze: magia, 
naulcowosc, ironia i humor. 

Ozywaj^ demony 

^[Jeden z bohaterow spelctaldu, opowiadajqc drugiemu 
o neuronach i fazach snu, nagle mowi: „Patrz pan, 
mozg!" Wzrolc wszystkich w^druje leu lezqcemu na 
ziemi kawallcowi czegos: skory? gumy? latelcsu? Nie- 
pozorny szczqtelc zostaje schwytany przez szczypce, 
wepchni^ty do menzurki, pod halogenowq lamp^. 
Rozdwaja si§, roztraja, mnozy. Za chwil§ lcazdy ma na 
swoim stoliczlcu jakis fragment, kawalki fruwajq pod 
sufitem, sq rozciqgane do granic mozliwosci... i nagle 
zdajq si§ zyc wlasnym zyciem. Te naciqgane na twarz 
zamieniajq si§ w wylcrzywione maski - prawie zwie- 
rz^ce pyszczki. Te na r^lcach wyglqdajq jalc strupie- 
szale lcoriczyny. Te zamlcni^te w menzurce zdajq 
si§ oddychac. 

Brzmi paskudnie? Tylko brzmi. Za to jalc wyglqda! 

I upiornie, i pi^lcnie. Odstr^cza i hipnotyzuje. Ambi- 
walencja to nieodrodna cora tego spelctaldu, stan per- 
manentny - szalenie pociqgajqcy. Naulcowe przyglq- 
danie si§ mozgowi pozostajqcemu wfazie snu zyslcuje 
ciekawy efelct wizualny. W lcoricu juz nie wiadomo, 
czy to jeszcze mozg, czy juz senny majalc. Na oczach 
widzow otwiera si§ surrealistyezna przestrzerl snu, 
ozywaj^ demony. W niektorych scenach wr^cz 
doslownie, jalc chocby w tej, gdzie w misce lezy niepo- 
zorna ldeista lcuplca, przypominajqca mozgowq mate- 
ri§. Tylko przez chwil§ - bo oto z lcupki, animowanej 
przez killcu alctorow rozciqgajqcych sznury (znany 
u Vogla motyw), rozwija si§, unosi coraz wyzej i wyzej 
- upiorna postac. Demon ze snu? 

Wszystlco tu widac jalcna dloni: przepi^cia, teatralne 
lcable, podswietlenia, alctora mocujqcego si§ ze sznu- 
rem - animacja w calej technicznej okazalosci. A jed- 
nak wpewnym momencie animaejq bye przestaje - 
talc sugestywne jest wrazenie samodzielnosci materii. 
Czarodziejski straszny moment, dzialajqcy na 
wyobrazni^. 

Dwa ziarnlca piaslcu wystarezq 

^[Ale talc, jalc rozne sq cylde snu i nasze w nim odczucia 
(czy tez, jalc chcieliby naulcowcy: „sensoryczne dozna- 
nia"), talc i w spelctaldu sq rozne momenty. Demon 
ust^puje surrealistyeznym wizjom, scen§ nagle pora- 
stajq czerwone lcwiaty, wsrod nich przeciqga si§ 
lcobieta w czerwonym swetrze. Naulcowiec przed 
chwilq z zapalem cos slcrobal wnotesie, teraz wlazi 


pod swoj stoliczelc, oddala si§ niczym slimalc 
z domkiem na plecach. Z plecowlcogos innego dla 
odmiany wystrzelq slcrzydla. Gdy bohaterowie spelcta- 
ldu, poddani pewnemu elcsperymentowi, nagle zasnq 
- na twarzy siqdq im owady. Dlugie odnoza chrz^sz- 
czq, metodyeznie dotylcajq nosa i policzlcow. Zasady 
si§ zmienily, bohaterowie nie majq juz wladzy nad 
snem. Teraz oni sq wjego wladaniu. A widzowie urze- 
czeni talentami animacyjnymi alctorow - owady- 
-mutanty wydajq si§ bye zywe. 

H Jalc we snie, talc i tu w opowiesci o snie wszystlco si§ ze 
sobq plecie. To, co nieprzystawalne, tu wchodzi 
wporozumienie. Przenilcajq si§ nastroje, upiorne fran- 
lcensteinowskie ldimaty Iqczq z urzelcajqcq mi^ldcosciq 
lcolysanelc. A naulcowa powaga - z lcomizmem. laic 
w zabawnej scenie, w lctorej jeden z naulcowcow 
testuje niemieclcq legend^, wedle lctorej zaledwie dwa 
ziarnlca piaslcu wystarezq, by wywolac prawidlowy sen. 
Sypie wi§c piaskiem w oezy lcolegom, ci padajq jalc 
podci^ci i zasypiajq w jednej chwili w dziwacznych 
pozach. Przelcomiczna scena, zresztq w calym spelcta- 
ldu humoru i mrugni^c do publicznosci nie bralcnie. 

Konotacje 

^[To zartobliwy, ale i intensywny spelctald, szalona waria- 
eja, pelna roznych tropow: literackich, muzycznych, 
poplculturowych. Vogel si^ga po lcontrast nie tylko 
wplastycznej tlcance spelctaldu, ale zderza tez gatunki, 
trawestuje rozne motywy. Zmieszczq si§ tej historii 
stare niemieckie legendy, z lctorych czerpal E.T.A. Hoff¬ 
mann, tworzqc opowiesc o Piaslcunie (z niemieckiego 
Sandmann), usypiajqcym dzieci piaskiem. Zmiesci si§ 
tez znana chyba wszystkim cukierlcowa piosenlca The 
Chordettes z lat 50. Mr Sandman, spiewajqcych: przy- 
nies mi marzenie, wlqcz magiezne promienie (w wylco- 
naniu alctorow brzmi to znalcomicie, podobnie jalc 
lcolysanki majqce wielowielcowq tradycj^). 

^[Muzylca do spelctaldu tworzona jest na zywo - 
w samym srodlcu alccji siedzi Charlotte Wilde, drugi 
filar niemieckiego duetu. Obserwuje poezynania alcto- 
row, lcazdy ruch ma tu dzwi^lcowe odzwierciedlenie na 
biezqco. Muzylca wspolistnieje z obrazem, bywa jego 
lcomicznq lub powazn^ ilustracj^, wszystlco jest ze 
sobq sprz^zone. Ale wazne sq tez inne dzwi^ki - szele- 
sty, stuki, swisty polcr^tel, brz^lc lyzeczelc do herbaty. 

^fMi^dzynarodowa lcompania mami nas teatrem ozy- 
wionej formy, niczym sen mamiqcy mozg odrealnio- 
nymi wizjami. Tworcy si^gajq po najrozniejsze srodki, 
testujqc, na ile przydatne sq w opowiesci nie tyle 
o samym snie, co jego badaniu. 

^[W ich wersji banalu nie uswiadezysz. Niespodzianelc 
za to zatrz^sienie. 

Faza REM Phase. Rezyseria, scenografia, lalki Michael Vogel, 
muzyka Charlotte Wilde, grafika Robert Voss. Figurentheater 
Wilde & Vogel i Grupa Coincidentia przy wspolpracy z Bialosto- 
ckim Teatrem Lalek i stuttgarckim FITZ ze Stuttgartu! 

Premiera wrzesien 2014. 
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A demon rises from a piece of decayed rubber, insects gather on 

the sleeper, flowers bloom. Nothing new, seemingly; this is what 
the magic of theatre is all about. But Vogel goes further, cele¬ 
brating matter coming to life before the viewers' eyes like a true 
mystery play, in which the actor is a participant in the rite and its fascinat¬ 
ed observer at the same time. And since dreams are the protagonists of the 
show, the illusion that matter governs itself grows even more profound. 
^The recent show Faza REM Phase is a joint work of the Polish-German 
company of the Grupa Coincidentia and Figurentheater Wilde & Vogel. 

It was produced in cooperation with the Bialystolc Puppet Theatre (where 
it premiered in Poland) and FITZ! of Stuttgart. The performers hail from 
both institutions, and, of course, from Coincidentia: cooperation of the 
creators of this group, Dagmara Sowa and Pawel Chomczyk, with Michael 
Vogel dates from the period when the former two were students at the 
Theatre Academy in Bialystolc. Vogel staged Latajqcy Holender (The Flying 
Dutchman), and later Salome , with their year group, which in time 
evolved into Kompania Doomsday. A fewyears later its actors went their 
separate ways and established new groups. The one named Coincidentia 
still shares their understanding of theatre with Vogel. With time the for¬ 
mer mentor became a partner; they occasionally stage joint shows. 

^[This is how the visionary Krahat was produced a fewyears ago, and now 
Faza REM Phase , a surreal j ourney into the realm of dreams. 


What a journey... 

^[Typically of dreams, nothing is as it should be here, anything may happen, 
without logic, rhyme or reason. Scientists may try to harness the unpre¬ 
dictable nature of sleep, but it escapes all control; it resists being 
weighted, measured and dissected. 

Initially the protagonists of the show seem very sure of themselves. They 
approach the object of their research, the REM phase of sleep, with grim 
expressions, one sterner than the other. Scientific analysis of dream vision 
is soon reduced to hilarious vivisection in a laboratory. Or perhaps a post¬ 
mortem; the term seems appropriate for what the performance holds in 
store for a human mind observed during sleep. 

^[Dressed in diverse garments, these scientists seem to have arrived from 
various eras. The setting is a curiosity chamber of sorts, where the hierar¬ 
chy seems vital: tables differ in sizes, there are levels, there are those 
important and more important still. This picturesque assembly observes 
dreams with all seriousness, using measuring cylinders, lamps and 
strange utensils, which include a makeshift awakening and sleep-induc¬ 
ing machine, some sand, a fishing rod, notebooks and even an egg. 

^[All these objects are, in a way, "puppets'! But it is not their animation that 
is the most interesting aspect of the performance. Vogel's mystery, and 
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the mystery of the invited actors' talent for animation, 
is most clearly revealed elsewhere: in giving life to 
things which a moment earlier seemed... nothing in 
particular, really. The moment in which this inanimate 
matter is touched is truly exceptional, bringing to 
mind an ancient rite. It is exceptional also because this 
Vogel-cum-Coincidentia melting pot combines issues 
which ordinarily seldom go together: magic, science, 
irony and humour. 

The demons awaken 

^fOne of the protagonists, speaking to another about 
neurons and sleep phases, suddenly says: “Look there, 
a brain!'; The collective gaze focuses on a piece 
of something - leather? rubber? latex? - lying on the 
floor. The hitherto unobtrusive object is caught in 
tongs, pushed into a measuring cylinder and placed 
under a halogen lamp. It doubles, triples, multiplies. 
Soon every researcher has a piece of it on the table, 
fragments of it are hovering under the ceiling, they are 
stretched to the limits - and suddenly seem take on 
a life of their own. Those pulled over faces change into 
grimacing masks, animal muzzles almost. Those 
pulled onto hands look like corpse limbs. Those closed 
in the cylinder seem to breathe. 

^[This sounds disgusting? Sounds, perhaps yes. But how 
it looks! Both beautiful and ghastly. Repulsive and 
hypnotising. Ambivalence is a constant ingredient 
of this performance, a permanent state, and a very 
alluring one, too. Scientific observation of a dreaming 
brain acquires a fascinating visual aspect. Finally it is 
no longer clear whether what is being observed is still 
a brain or already a nightmare. The audience sees the 
surreal dream-space opening, demons awakening. In 
some scenes quite literally, as for instance when an 
unremarkable gooey mass resembling brain tissue is 
sitting in a bowl, but only for a moment, because soon, 
animated by actors pulling on ropes (Vogel's trade¬ 
mark), it unfolds and rises higher and higher as a eerie 
figure. A demon from a dream? 

^[Everything is in plain view: the knots, the theatre's wir¬ 
ing, the backlighting, an actor struggling with a rope; 
this is animation in all its technical glory. And yet at 
some point the suggestion of the autonomy of matter 
is so strong that this seems to no longer be animation. 

^[A magical and a terrifying moment; an astounding 
impulse to imagination. 

Two grains of sand are enough 

^[Just as the phases of sleep vary, and so do our feelings 
(or, scientifically speaking, “sensory experiences") 
during those phases, the show also passes through 
various phases. The demon makes room for surreal 
visions; the scene is suddenly overgrown with red 
flowers, a woman in a red sweater languishing 
amongst them. The scientist, diligently scribbling in 
his notepad, swiftly crawls under his table and walks 
away with it like a snail with its shell. Someone else 


sprouts wings. Subjected to an experiment, the protag¬ 
onists fall suddenly asleep, and insects alight on their 
faces, methodically touching their noses and cheeks; 
long insectile legs rattle. The rules have changed, the 
scientists no longer control dreams, but are controlled 
by them. And all the while the actors' talent for anima¬ 
tion holds the audience spellbound - the mutant 
insects seem truly alive. 

^[In this tale about dreams, like in the dreams them¬ 
selves, everything is interconnected. Irreconcilable 
things are reconciled. A fusion of moods: an uncanny 
atmosphere straight from The Frankenstein mingles 
with a charming gentleness of lullabies, and scholarly 
seriousness with comedy. For instance in the hilarious 
scene where the German legend of two grains of sand 
being enough to cause healthy sleep is put to the test. 

A scientist flings sand into his colleagues' eyes, and 
they immediately sink down and fall asleep in most 
ridiculous poses. The scene is extremely funny; in fact, 
the show is full of laughs and winks at the audience. 

The connotations 

* This is a funny, but also an intense production, with 
a madcap variety of literary, musical and pop-cultural 
tropes. Vogel makes use of contrasts not only in the 
visual stratum of the show; he also juxtaposes genre 
and travesties various motifs. His story alludes to old 
German tales used by E.T.A. Hoffmann in his story 
of the Sandman who puts children to sleep with sand, 
and includes the syrupy-sweet Mr Sandman, a 1950s 
song by The Chordettes: Please turn on your magic 
beam, Mr. Sandman, bring me a dream. Sung by the 
actors, this sounds terrific; so do lullabies with roots 
reaching back hundreds of years. 

^Music accompanying the show is played live. Char¬ 
lotte Wilde, the second pillar of the German duet, sits 
at the very centre of events, watching of the actors; 
each movement instantly finds a musical reflection. 
Music coexists with images, occasionally providing 
a comical or serious illustration to them - everything is 
interconnected. Other sounds, like taps and rustles, 
the swishing of winches, the clinking of teaspoons, are 
equally crucial. 

^[The international company beguiles the audience with 
the theatre of animated form just as dreams beguile 
the brain with uncanny visions. The creators seem to 
be assessing the applicability of various means in tell¬ 
ing a tale not about dreams themselves, but about 
researching them. 

tale they tell is markedly devoid of banality, 
whereas surprises abound. 

Faza REM Phase. Direction, staging and puppets Michael 
Vogel, music Charlotte Wilde, graphic design Robert Voss. Fi- 
gurentheater Wilde & Vogel and Grupa Coincidentia in coope¬ 
ration with Biafystok Puppet Theatre and the FITZ! Centre 
of Puppet Theatre in Stuttgart. Premiere September 2014. 
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U obrzydlistwo. Na lekcjach przyrody ldadziono spory naciskna 
odroznianie zaskrorica od jadowitej zmii zygzalcowatej. Nie- 
grozny, a chroniony prawem zaskroniec zwyczajny odroznia 
si§ od niej, jakpami^tam, zoltymi plamlcami z tylu glowy - z powodu fatal- 
nego podobienstwa bywa zabijany, a przynajmniej wzbudza niepotrzeb- 
nq panik§. L§lc przed w^zami to pewnie pierwotny odruch obronny, 
wzmacniany przez stulecia tradycji kulturowej. Najwazniejszym jej sldad- 
nikiem u nas jest biblijny obraz w§za kusiciela, przez lctorego ludzie zosta- 
li wygnani z raju, muszq rodzic si§ w bolach i pracowac w pocie czola. 

Inne lcultury przypisujq mu podobnq rol§ - wedlug mitologii babilonskiej 
ukradl Gilgameszowi ziele zycia. 

^[W naszej wyobrazni symbolicznej na drugi plan schodzq lculturowe role 
w§za odmienne od groznego stereotypu. Rzymski symbol bostw ogniska 
domowego, w§ze domowe w wierzeniach dawnej Litwy, antyczny atrybut 
Eslculapa (Asldepiosa) symbolizujqcy zycie i zdrowie, bo slcoro zrzuca co 
rolcu skor^, co roku si§ odmladza. A wreszcie wqz pozerajqcy wlasny ogon 
jalco symbol wiecznego powrotu czy alchemiczny znalc, ze „wszystlco jest 
jednym” To znaczenia czytelne juz tyllco dla specjalistow. Zwyldy czlowielc 
na widolcw^za reaguje brutalnie prosto: ucielcaj albo zabij. 

•(f I taki oto potwor, wbestiariuszach sqsiadujqcy ze smokami, stal si§ tytulo- 
wym bohaterem sztuki Marty Gusniowskiej - pogodnej, niekiedy zartobli- 
wej opowiesci o sensie roznorodnosci i tolerancji. 

^fPrzedstawienie zrealizowane przez bielski Teatr Lalelc Banialuka w rezy- 
serii Janusza Ryla-Krystianowskiego poczqtlcowo zdaje si§ podqzac za ste- 
reotypem: Wqz pozera Chomika. Ale wkrotce Chomilc wydostaje si§ z jego 
wn^trznosci jalc biblijny Jonasz z brzucha wieloryba i... zaprzyjaznia si§ 
z niedoszlym oprawc^. To, jakpowiedzieliby lewicowi politycy, przyjazn 
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szorstlca, zwlaszcza na poczqtlcu, podszyta natychmia- 
stowq mozliwosciq zamiany w alct pozarcia. 

^[Kiedy jednalc do tej pary dolqczy Gelcon, uformuje si§ 
ekipa w^drowcow, lctorzy - niczym towarzysze Dorodd 
z Czarnoksiqznika z Krainy Oz - odb^dq ldasycznq 
„podroz bohatera” Jej fabularny cel to zdobycie 
odnozy dla tytulowego gada, cierpiqcego, jalc si§ olca- 
zuje, na komplelcs z powodu ich braku. Zgodnie 
z odwiecznym schematem, spotlcania z kolejnymi 
postaciami - Wrozlcq Z^buszlcq, Magikiem, Krolikiem, 
Pajqkiem i Ptakiem - nie rozwiqzujq problemu. Roz- 
strzygni^cie przyniesie dopiero ostatnia stacja 
podrozy - ale tez wlasnie od tego momentu zacznq si§ 
interesujqce zawilosci interpretacyjne. Wykraczajqc 
poza schemat, autorka wprowadza argument o mocy 
silniejszej niz basn. W^drowcy u kresu drogi spotylcajq 
samego Boga. I dowiadujq si§, ze ich roznorodna toz- 
samosc - wl^cznie z w^zowym brakiem konczyn - to 
wynikboskiego alctu stworzenia i z tego wlasnie 
powodu jest czyms dobrym. 

^[Takie rozwiqzanie we wspolczesnym teatrze w Polsce 
moze zaslcakiwac. Nowy polski dramat i nowy teatr 
raczej delconstruujq religi§ i religijnosc. A niekiedy 
poslugujq si§ motywami religijnymi w talc przewrotny 
sposob, jalc w serialu teatralnym Strz^pki i Demir- 
skiego, gdzie na ziemi pojawia si§ rozezlony na polity- 
lcow Jezus i sieje zniszczenie (wpierwszym odcinlcu 
postac drwi z chrzescijanskiej idei milosierdzia, jalco, 
delilcatnie mowiqc, przestarzalej). Tymczasem Marta 
Gusniowslca w swojej sztuce prezentuje wyobrazenie 
Boga jalc z epoki przed Darwinem: zapominamy 
o ewolucji i subtelnych lconceptach teologow starajq- 
cych si§ Iqczyc z wiarq ustalenia wspolczesnej nauki. 
Czy mamy tu wi§c do czynienia z propozycjq teatru 
religijnego i to o charalcterze Icons erwatywnym (bliz- 
szym wyobrazen amiszow czy wierzeri naszych pra- 
babc niz wspolczesnej religijnosci)? Sqdz§, ze ci, lcto- 
rzy - z satysfalccjq czy niepolcojem - talc wlasnie myslq 
o tym przedstawieniu, sq w bl^dzie. W W$zu sprawa 
jest o wiele bardziej subtelna zarowno wuj^ciu 
autorki, jalc i lcsztalcie inscenizacyjnym. 

^[Pierwszq wslcazowlc^ przynosi Narrator. Na ogol wpro- 
wadzenie na scen§ takiej postaci to „techniczny” 
wytrych, ulatwiaj^cy autorowi przedstawienie opo¬ 
wiesci w lcrotszym czasie i z mniejszq liczbq postaci, 
mowiqc wprost - swiadectwo slabosci, dowod na bralc 
dramaturgicznego pomyslu. W Wqzu jest jednalcina- 
czej. Narrator - pisarz, lagodny demiurg, grany przez 
Piotra Tomaszewskiego - stanowi ram§ dla fabuly, bie- 
rze opowiesc wnawias, podlcresla jej umownosc. Jesli 
wi§c swiat przedstawiony w tej sztuce jest swiatem 
Narratora, to opowiesc o w^drowce W^za i przyjaciol 
leu Bogu jest... tyllco jednq z mozliwych opowiesci, 
jedn^ z drog Narratorskiej fantazji. Co wi^cej, jej prze- 
bieg wpewien sposob podlega negocjacjom - Wqz 
prosi, by zostal dobrze opowiedziany, inne postaci tez 
podejmujq dyslcusj^ z Narratorem. Takie zabiegi 
budujq dystans do opowiesci, dodajq jej leldcosci, 


odbierajq „ostateczny” charalcter. W ten sposob staje 
si§ ona raczej rodzajem cytatu, swiadectwem t^slcnoty 
za bezposredniq, staroswieclcq narraejq o harmonij- 
nym swiecie, niz jakims zdecydowanym projelctem 
swiatopoglqdowym. 

Przedstawienie Ryla-Krystianowslciego rozgrywa si§ 
w miescie. Alctorzy i alctorlci ubrani sq w lcostiumy 
nawiqzujqce do mody lat 20. ubieglego stulecia. Miej- 
sce alccji przywoluje lcawiarni^. Za chwil§ mogq si§ 
w niej pojawic slcamandryci, by recytowac peine wita- 
lizmu wiersze, albo futurysci, by uwielbiac miasto - 
mas§ - maszyn§. Klimat tamtej epoki wspoltworzy 
rowniez muzylca autorstwa Roberta Luczalca, dzi^lci 
lctorej przedstawienie pulsuje rytmem ragtime'u. 

wielu stylistycznych mozliwosci, jakie si§ w tym lcon- 
telcscie otwierajq, Julia Slcuratova, projelctujqc lalki, 
wybrala odwolanie si§ do wyobrazni surrealistyeznej. 
Stworzyla niezwylclej urody obielcty, z lctorych lcazdy 
moglby bye prezentowany na wystawie sztulci jalco 
autonomiezne dzielo rzezbiarslcie. Wszystlcie sq pla- 
styeznymi wariaejami na temat instrumentow 
muzycznych. Te dziwne przelcsztalcenia, a czasem 
przepoczwarzenia instrumentow tworzq swego 
rodzaju jazzowq orlciestr^. 

% Czy mozna w niej zobaezye plastyczny slcrot proj elcto- 
wanego przez realizatorow sensu widowislca, przelcaz, 
ze roznorodnosc tworzy harmoni^ ludzlciego swiata? 
Ktory moze jest talci jalc Wqz: jego tulow to ldawiatura 
fortepianu, ale gdzie sq r^ce, lctore z niej slcorzystajq... 

^[Alctorzy wyst^pujq tu na rownych prawach z lallcami. 
Animujq je, ale czasem tralctujq niby zwylcly relcwizyt, 
jalc Radoslaw Sadowslci - jalc zwylde dynamiezny, ale 
w tej lcreacji zaslcalcujqcy niekiedy umiej^tnosciq 
wprowadzenia wiarygodnego tonu powagi - lctory 
podezas jednego z monologow swojego Gelcona 
uzywa jalco strzelby. 

Czasem relacja alctora z przedmiotem jest niemal 
^artnerslca" j ale wprzyp adieu Tomasza Sylwestrzalca 
wroli tytulowej. Fizycznosc dojrzalego m^zczyzny, ton 
melancholijnej rezygnaeji wynilcajqcy z zyciowego 
doswiadezenia prezentowane przez niego wplanie 
aktorskim w przejmujqcy sposob oswietlajq wynilca- 
jqcq z odmiennosci frustracj^ pozbawionej odno¬ 
zy postaci. 

«|Wszyscy grajqcy wtym spelctaldu alctorzy mogq swoje 
role zaliezye do udanych, jednalc szczegolnie docenic 
nalezy lcreacj ^ Barbary Rau, lctora w roli Chomilca 
chyba wnajdoslconalszy sposob balansuje mi^dzy 
tworzeniem postaci a dystansem do niej, wlasciwym 
dla tego pogodnego i pelnego humoru przedstawie- 
nia, lctore spotylca si§ ze znalcomitym odbiorem mlo- 
dych widzow. 

Wqz, Marta Gusniowska. Rezyseria Janusz Ryl-Krystianowski, 
scenografia Julia Skuratova, muzyka Robert tuezak, ruch see- 
niezny Ewelina Ciszewska. Teatr Lalek Banialuka, Bielsko-Biala. 
Premiera wrzesien 2014. 
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least repulsive. During the Natural Science classes 
much emphasis is laid on the ability to tell the poison¬ 
ous adder from the grass snake. If I remember correctly, 
the grass snake, a harmless and protected species, differs from an adder 
by having yellow spots at the back of its head, but because of the unfortu¬ 
nate similarity to its poisonous cousin it often gets killed or at least causes 
needless panic. Our fear of snakes is most probably a primitive defensive 
instinct reinforced by centuries of cultural tradition. The most important 
component of this tradition is the biblical image of the Serpent, the tempt¬ 
er who is to blame for mankind's expulsion from Paradise, for women hav¬ 
ing to suffer the pains of childbirth and for people having to toil by the 
sweat of their brow. A similar role was ascribed to snakes in other cultures 


as well; in the Babylonian mythology, for instance, a snake stole the life¬ 
restoring plant from Gilgamesh. 

^fSome cultural roles of snakes differ from the threatening stereotype, but 
they are pushed to the rear of our symbolic imagination. A snake was the 
Roman symbol of the domestic hearth divinities; there were household 
snakes in the beliefs of ancient Lithuanian; a snake was the ancient attrib¬ 
ute of Aesculapius (Asclepius), which symbolised life and health because, 
shedding its skin, a snake apparently grows young every year. Finally 
a snake biting its own tail was the symbol of an eternal return and the 
alchemical sign that "all is one'! Nowadays, however, these meanings are 
intelligible only to specialists. The reaction of an ordinary person seeing 
a snake is brutally simple: run or kill. 

^[Yet this monster, which in bestiaries used to stand side by side with drag¬ 
ons, is the protagonist of Marta Gusniowslca's play Wqz (The Snake) - 
a light-hearted, sometimes jocular tale about the meaning of diversity 
and tolerance. 


^[The play, staged by the Banialulca Puppet Theatre in Bielslco-Biala and 
directed by fanusz Ryl-Krystianowski, initially seems to follow the stere¬ 
otype: the Snake devours the Hamster. Soon, however, the Hamster 
emerges from the Snake's belly just like the biblical Jonah and, unex¬ 
pectedly, becomes friends with his almost-killer. This is a rough friend¬ 
ship, as our left-wing politicians would say, especially at the beginning, 
when it is undermined by the constantly looming option of the Hamster 
being devoured. 

But the unlikely pair is j oined by the Gecko and a team of wanderers is 
formed. Reminiscent of Dorothy's companions in The Wizard ofOz, they 
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depart on a classic "hero's quest" In the storyline, the 
aim of this quest is to acquire legs for the snake, since 
it turns out that the reptile suffers from a complex 
related to its not having any limbs. In keeping with the 
age-old schemata, their meetings with a succession 
of figures: the Tooth Fairy, the Magician, the Rabbit, 
the Spider and the Bird, do nothing to solve the prob¬ 
lem. Only the last stop in the journey brings a solution; 
from this moment onwards, however, interesting 
interpretative complications begin to emerge. Marta 
Gusniowslca goes beyond the schemata by introduc¬ 
ing an argument which is far more powerful than 
fairy-tale ones; at the end of their journey the wander¬ 
ers meet God Himself. They learn from Him that their 
diverse identities, including the snake's lack of ap¬ 
pendages, are a result of the divine act of creation and 
hence are a good thing. 

^[Seen in a contemporary Polish theatre, this solution 
may come as a surprise. The new Polish drama and the 
new theatre tend to deconstruct religion and religios¬ 
ity. At times they even use religious motifs subver- 
sively, for instance in the theatrical series by Strz^pka 
and Demirski, where Jesus, infuriated by politicians, 
returns to earth and sows destruction (in the first epi¬ 
sode he ridicules the Christian concept of charity as, to 
put it mildly, obsolete). Marta Gusniowska's play, 
however, seems to presents the concept of God 
derived from the pre-Darwinian era; forget the evolu¬ 
tion and the subtle notions of modern-day theologi¬ 
ans attempting to combine the findings of contempo¬ 
rary science with faith. 

% Are we dealing with a bid for a religious theatre, then, 
and a conservative one to boot, closer to Amish 
notions or to the beliefs of our great-grannies than to 
modern religiosity? I think that those who perceive 
this performance as such, be it with satisfaction or 
with concern, are, in fact, mistaken. The issue is far 
more subtle, both in the author's approach and in its 
onstage form. 

^The first hint is the Narrator. As a rule, bringing this fig¬ 
ure onstage is a cliched "technical" trick which ena¬ 
bles the author to introduce the story more briefly and 
with a smaller number of personages, so, frankly, it is 
a sign of a weakness, a proof that the playwright did 
not have a good dramaturgical idea. The case with Wqz 
is quite different, however. The Narrator - who is 
a writer, a gentle demiurge, played by Piotr Tomasze- 
wski - provides a framework for the plot, takes the 
story into parentheses and emphasizes its character as 
being set within a convention. Thus, if the world pre¬ 
sented in the play is the Narrator's world, the story 
of the Snake and his friend's journey towards God is 
no more than one of the possible tales, one of the 
paths taken by the Narrator's fancy. What is more, the 
course of the tale is to some extent open to negotiation 
- the Snake asks to be told about well and other pro¬ 
tagonists also enter into a debate with the Narrator. 
Such solutions produce a distance towards the tale, 


endow it with lightness and diminish its "ultimate" 
character. Accordingly, the tale is a kind of a quotation, 
a testimony to a longing for an old-fashioned direct 
narrative about a harmonious universe, rather than 
a project focused on a definite worldview. 

^[Ryl-Krystianowski's performance is set in a city. The 
actors and actresses are dressed in costumes referring 
to the fashion of the 1920s. The setting suggests a cafe 
into which the Skamander poets may enter any 
moment, to recite verses sparkling with elan vital , or 
the Futurists, to worship the City, the Mass and the 
Machine. The atmosphere of the era is evoked also by 
music composed by Robert Luczalc, thanks to which 
the performance pulsates with a ragtime rhythm. 

^[Out of the many stylistic possibilities which open up in 
this context, in creating the puppets Julia Skuratova 
has chosen to refer to Surrealist imagery. She pro¬ 
duced objects of exceptional beauty, each of which 
could be shown at an art exhibition as an autonomous 
sculptural work. All of them are variations on the 
theme of musical instruments. These strangely meta¬ 
morphosed, sometimes even transmuted instruments 
make up a bizarre jazz orchestra. This orchestra can 
perhaps be perceived as a visual abbreviation for the 
meaning of the performance, as envisaged by its mak¬ 
ers: the message that diversity generates the harmony 
of the world of human beings, and that this world may 
be just like the Snake: its body is a piano keyboard, but 
where are the hands that will play on it? 

^[In this performance, actors are on a par with puppets; 
they animate them, but at times treat them as ordinary 
props. For instance, Radoslaw Sadowski - who is as 
dynamic as always, but in this role, his talent for intro¬ 
ducing a believable tone of solemnity brings about 
some moments of surprise - during one of the mono¬ 
logues uses his Gecko as a gun. 

Occasionally the relationship between the actor and 
the object is almost one of partnership, as in happens 
in the case of Tomasz Sylwestrzalc in the titular role. 
The physicality of a mature male and the tone of a mel¬ 
ancholic resignation deriving from existential experi¬ 
ence which he evinces in his acting poignantly illumi¬ 
nate the frustration of the legless protagonist caused 
by his otherness. 

^[All the actors taking part in this performance may 
count their roles among their successes, but it is Bar¬ 
bara Rau in the role of the Hamster who deserves 
a special mention; in her acting, she seems to be the 
most perfect of all the performers in balancing 
between creating and keeping a distance to her prota¬ 
gonist. This distance is a distinguishing feature of this 
cheerful and amusing performance, which meets with 
an excellent reception of its young audience. 

The Snake, script Marta Gusniowska. Direction Janusz Ryl-Kry- 
stianowski, stage design Julia Skuratova, music Robert tuczak, 
stage movement Ewelina Ciszewska. The Banialuka Puppet 
Theatre, Bielsko-Biafa. Premiere September 2014. 
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Jalc pami^tamy, Tadeusz Rozewicz napisal Biale malzenstwo jalco utwor 
o wtajemniczeniu wplec, w role seksualne, lctore wszyscy musimy odgry- 
wac. Jedna nastoletnia siostra - Paulina - z lubosciq podejmuje 
gr§ w przyjemnosc, druga - Bianlca - jest przerazona lcobiecq fizjologiq, 
choreografiq stosunku, rytualami przejscia z dzieciristwa do doroslosci. 
Zawsze chciala bye chlopcem. Brzydzi jq jurnosc Ojca, pozqdliwosc Dzia- 
dunia, ozi^blosc Matki, erotyezny cynizm Ciotki i siostry. Jest nadwraz- 
liwa, niepewna, szukajqca ratunku przed losem m^zatlci, matki, kochanki. 
Zqda od swojego narzeezonego Benjamina przestrzegania po slubie 
zasad talc zwanego manage blanche. W noc poslubnq niszczy jednalc 
swoje kobiece stroje, obcina wlosy i lcaleczy piersi. Jest wreszeie 
wolna od ciala, od kobiety wniej. Mowi do przerazonego m§za: 

„ Jestem twoim bratem" 

2 

%Biale malzenstwo to pierwszy polslci dramat feministyezny, lctory napisal 
takjakby m^zczyzna - slynna aczlcolwiek nieswiadomie zartobliwa fraza 
dolctor Agaty Chalupilc sprzed blislco delcady o dwuznacznym „prekursor- 
stwie" Rozewicza moglaby bye mottem rzeszowskiego spelctaldu Olega 
Zugzdy. Jest to bowiem realizaeja tylez pionierslca, co dwuznaczna. I to 
przynajmniej z dwoch wzgl^dow. Bialoruski rezyser wprowadza oto 
sztulc^ Rozewicza w swiat teatru lalelc, znajdujqc w niej material fabularny 
i symbolik^, lctorq mozna otworzyc tyllco przez rownolegle sceniczne ope- 
rowanie planem ozywionym i nieozywionym. Slowem - jalcas nieobj^ta 
dotqd teatralnie czy filmowo cz^sc utworu zaistnieje w pelni tyllco rozpi- 
sana na alctorow i lallci. Drugie nowatorstwo Zugzdy wydaje si§ wlasciwie 
czystym ryzylcanctwem: zrobmy Biale malzenstwo talc, jalcby nie istniala 
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cata tradycja feministycznej lelctury tej sztuki, jakby 
nie byla to opowiesc o transgresji, transselcsualizmie, 
dylctacie plci, opresji lcultury i obyczaju. Rezyser 
obchodzi te tematy bokiem. Jakby podejrzewal, ze 
colcolwiek by nie powiedzial na ten temat, moze 
zabrzmiec niewiarygodnie i smiesznie. W jego lelctu- 
rze wazniejszy jest selcsualny wigor swiata retro, lcon- 
flikt niedoroslosci z dojrzalosciq, ciata spiqcego 
z przebudzonym. A wreszcie wspolistnienie 
lalkii czlowieka. 

^[Zamiast uwolnienia z pici b^dzie zaakcentowane 
wprzedstawieniu uwolnienie z ciata, czyli smierc. 

Przy takim zalozeniu mozna Zugzd§ oslcarzyc wlasci- 
wie o wszystlco - od lute w erudycji po egzystencjalizm 
i selcsizm. Tymczasem rezyser chciat tyllco przestawic 
optylc^ naszego patrzenia na ten dramat. Ladne 
,;tylko".. 

3 

Cata scena tonie w bieli - dwor zbudowany zostat 
z fantazyjnych kombinacji por^czy i pnqczy. Wyglqda 
to troch^ talc, jakby wyrost prosto ze sztucznych bia- 
tych krzewow albo byt ostatnim etapem ewolucji 
lcrzesel i lozelc. Zamiast drzwi prowadz^cych do wn§- 
trza dworu - drzwiczlci szafy. Z obu lculis wyjadq 
obiekty z panienskiej sypialni Bianlci i Pauliny, 
sluzba wniesie biaty stolilc sniadaniowy, w jednej 
ze seen na podtodze wyrosnq falliczne grzyby. 

I to cata delcoracja. 

^[Rzeszowskie przedstawienie zaezyna si§ niedobrze, 
sztampowo, bo jalcims sentymentalnym balem grupy 
alctorow spowitych w tiule. Na lcilometr czuc „radzie- 
cki teatr" fatsz udawanego retro, a nawet ptytki sym- 
bolizm. Na szcz^scie ta scena p^lca po niecatej minu- 
cie, w przestrzeii roztarlczonego widmowego 
korowodu wchodzi postac w czarnej sulcni i lcapelu- 
szu. To Bianlca z przysztosci (Marta Bury). Bianlca 
wzatobiepo samej sobie, a moze po catymtymjas- 
nym i czystym swiecie. I jest to postac talc inna, talc 
nietuzinlcowa, ze potem za jej sprawq az do samego 
lconca spelctaldu jest juz caty czas dwuznacznie, 
zwawo i niegtupio. Wyglqda na to, ze to zamierzony 
chwyt rezyserski - Oleg Zugzda potrzebuje tego lciczu 
tyllco do pierwszego obrazu. Zeby nas zmylic, wytrqcic 
z glow culcierlcow^ wizj £ dworlcowego swiata. A moze 
nie umie inaezej. Moze ta pierwsza scena jest jalcqs 
jego ulomnq t^slcnotq. 

^[Wszyscy alctorzy poza Bianlcq z przysztosci rowniez 
zostali ubrani na bialo. Kolor nalezy do lalelc - lculciel 
prawie naturalnej wiellcosci, trzymanych przez alcto- 
row za uchwyt z tylu glowy i prawq r§lc£. Z nienatural- 
nie powi^lcszonymi oczami. Lallci majq zdejmowane 
lcostiumy imitujqce stroje z przelomu XIX i XX wielcu. 
Ale ich stylowosc zostaje niemal callcowicie przyslo- 
ni^ta i wymazana przez biale uniformy planu alctor- 
slciego. Alctorzy furlcoczq lcoszulami noenymi i lcuchen- 
nymi fartuchami. Sq przebrani w elementy damslciego 
dezabilu, biale odswi^tne wojslcowe mundury i szpi- 
talne lcitle. Zapami^talem lub wyobrazilem sobie 



ex post jeszcze wiszqce tu i owdzie firanlci i przescie- 
radla. Ten swiat pachnie talc jalc szpital, pralnia i lcuch- 
nia jednoczesnie: mieszaninq lcrochmalu, chininy 
i mqki. I jest w nim najpierw rzeslcosc poranlca, potem 
popoludniowy slcwar i duchota letniej nocy. 

4 

Marta Bury pelni w spelctaldu funlccj^ specjalnq. Jej 
rola nie sprowadza si§ tyllco do animowania lalki 
Bianki: czarna pani porusza drewnianq dziewczynq 
wbialej letniej sukience. Alctorlca - wiotlca, wysolca, 
ruda, zarazona melancholia - wnosi do scenicznego 
swiata prowolcujqcq odmiennosc i nadswiadomosc. 
Slcoro, jalc podejrzewamy, jest podrozniczlcq w czasie, 
oglqda jeszcze raz zdarzenia, lctorych byla swiadkiem 
i uczestniczlcq, ma wiedz§, jalc to si§ wszystlco slconczy. 
Moze stqd ten jej smutelc, tajemniezy i nieco poblaz- 
liwy. Bury wraca do swiata, lctory przeminql, spowita 
zalobq po nim lub po samej sobie, ale nie patrzy na 
niego ani z nienawisciq, ani z tldiwosciq. I nie probuje 
zrozumiec. Co tu rozumiec? Przeciez wszystlco juz wie. 
Juz to raz przezyla. Ta Bianlca z przysztosci, Bianlca 
w czerni zwyczajnie syci si§ zyciem dworlcowego 
swiata. Jakby dopiero teraz umiala je docenic. Jakby 
z jakiegos powodu musiala jeszcze raz przejsc przez te 
wszystkie rozpoznania i rytualy. Jesli duch albo jakis 
podroznilcw czasie, postac o innym statusie niz reszta 
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alctorow, animuje lallc§ - to lalka jest inna niz pozo- 
stale. Widzi wi^cej, lcazdy jej gest generuje wi^cej 
znaczeri. I talc tlumaczyc mozna strach Bianlci przed 
plciq, dojrzalosciq, zblizeniem. Moze lalka Bianlci 
przeczuwa, ze w swiecie lalelc sq to tyllco pozory, 
slowa i formy. I chce si§ uwolnic od swego 
drewnianego ciala. 

5 

^[Zugzda chcial polcazac milosne manewry w opisanym 
przez Rozewicza dworlcu wlconwencji lcomediowo- 
-farsowej. Odraz§ do cielesnosci i selcsualnosci zamie- 
nil na przasnq rubasznosc. W rzeszowslcim Rozewiczu 
nie ma perwersji i obsceny, co najwyzej talc zwany 
leldci pieprzylc. Chuc jest tu polcazana nie jalco zrodlo 
cierpien, ale lcomizmu. Pozqdanie jest smieszne. Ule- 
ganie mu i nieuleganie rowniez. Robienie z tego egzy- 
stencjalnego problemu - talcoz. Przeciez nie ma nic 
smieszniejszego niz lcopulujqca para. Moze tyllco 
lcopulujqce lallci na scenie stajq si§jeszcze bardziej 
absurdalne. Stulcot drewnianych czlonlcow i lcorpusow 
przypomina walenie dzi^ciola w pien drzewa lub 
odpulciwanie w niemalowane. Innosc Bianlci to talcze 
ucieczlca od smiesznosci. Zugzda wylcorzystuje 
wszystlcie dwuznacznosci zwiqzane z lcoegzystencjq 
ludzi i lalelc na scenie. Seles to talcze gra pozorow, flirt 
w ulcryciu, lcamuflaz prawdziwych emocji i inteneji. 
Oto r^lca nalezqca do lallci Ojca podszczypuje wpup§ 
alctorlc^ o pelnych lcsztaltach grajqcq Kucharci^. R^lca 
jest drewniana, pupa prawdziwa, cielesna. Winnym 
momencie obserwujemy dzielnq, choc nieobywajqcq 
si§ bez podejrzanego stulcotu lcopulacj^ lalelc przy 
zastawionym do sniadania stole, podezas gdy animu- 
jqcyje alctorzy zachowujq spolcoj i wstrzemi^zliwosc: 
Alez slcqd! Jalci stulcot? My nic nie robimy! 

6 

^[Rzeszowski zespol zostal poinstruowany, zeby grac 
fars§. Z malymi pootwieranymi furtlcami na melan¬ 
cholia Bianlci. Bardzo przelcorna jest Ewa Mrowczyn- 
slca jalco Paulina, bo oprocz animowanej lallci figluje 
tyllco jej twarz: minq, spojrzeniem. WDziaduniu 
Henrylca Hryniewieclciego siedzi doslownie Dziadelc, 
czyli taki marszalelc Pilsudslci, lctory nigdy nie opuscil 
Sulejowlca, slinil si§ i cmolcal na dziewuszki jeszcze co 
najmniej dwie delcady. Tomasz Kuliberda (Ojciec) jest 
samcem alfa w realu i we wcieleniu lallcowym. Kamil 
Dobrowolslci (Benjamin) w olcularlcach Pietii Trofi- 
mowa wyglqda jalcby zablqdzil do sztuki Rozewicza 
prosto z dramatu Czechowa. Ot, wieezny student, 
wieezny niedorostelc, poeta, oderwany od zycia. 

7 

^[Realizacje z ostatnich lat szulcalyw Rozewiczu czegos 
absolutnie innego. Kluczem do wroclawskiego przed- 
stawienia Krystyny Meissner bylo zalozenie, ze „to 
przede wszystlcim lcatolicyzm, tralctujqcy sprawy zwiq- 
zane z cialem i selcsem jalco grzeszne, jest zrodlem 
cierpien postaci, ich dewiaeji czy nerwic" Spelctald 
przygotowany przez mlodych lallcarzy pod kierun- 
lciem Krzysztofa Raua opieral si§ na pomysle 


znalezienia zwierz^cych pierwowzorow dla lcazdej 
z postaci dramatu. Bianlca byla chorym piszczqcym 
pisldakiem, Ciotlca - gdaczqcq nobliwie lcurq. U Wero- 
niki Szczawinskiej, w chyba najwazniejszej Rozewi- 
czowslciej interpretaeji ostatnich lat, alccja zostala 
przeniesiona do metaforyeznej szuflandii. W lcazdej 
ze scian tlcwilo lcillca mniejszych i wi^lcszych szuflad: 
bibliotecznych segregatorowz fiszlcami. Bohaterowie 
wychodzili, wysuwali si§ z nich niezym nagle zmate- 
rializowane dane. Najpierwfragmentarycznie - jalco 
bezpanslca r^lca czy warlcocz, potem w calej olcazalo- 
sci. Nie tyle byly to postaci z dramatu Rozewicza, co 
cielesne dygresje na ich temat, lcombinacje falctow, 
przyzwyczajeri i gestow. Selcsualna opresja lcryla si§ 
w slowach i gestach, wszystlco si§ z czyms lcojarzylo, 
zmienialo wlcicz i gesty wladzy. Szczawinslca przeezu- 
wala mozliwosci otworzenia tego telcstu estetylcq tea- 
tru lalelc - w jednej ze seen rodzina ofiarowywala 
Bianlc§ Beniaminowiw postaci zesztywnialego ciala 
dziewezyny, przypominajqcego bardziej lallc^ natu- 
ralnych rozmiarow niz zywq corlc^. W innej selcwencji 
parq mlodych animowali dorosli - Dziadelc i Ciotlca. 
Uczyli ich znalcowmilosnego lcodu, poldepywali po 
pupach, molestowali, uzywali do samozaspolcojenia. 
Szczawinslca slcreslila ostatnie zdanie Rozewicza. 

Jej Bianlca wypowiadala tyllco jedno slowo: „Jestem” 
Nareszcie stawala si§ podmiotem, a nie lallcq, 
zabawlcq. Wybierala istnienie jalco o sob a, a nie 
puste, zrytualizowane role matki i zony. 

8 

Oleg Zugzda nie polemizuje z tymi odezytaniami 
wyld^tego dramatu Rozewicza. Podejrzewam, ze ich 
nawet nie zna. Paradolcsalnie nie jest to blqd, ldops 
erudycyjny, bo bialoruski rezyser pruje przez Biale 
malzenstwo bez obciqzeri. W tym spelctaldu bardzo 
dlugo jest jasno i bezpretensjonalnie. Bianlca cierpi, 
ale zycie to czy si§ swoim torem. Wychodzi na to, ze 
Rozewicz napisal bardzo smiesznq tragedy. I talc by 
bylo, gdyby nie ostatnia scena. 

9 

Final rzeszowskiego Bialego malzenstwa nie polega na 
zamianie Bianki w chlopca, choc dochodzi w nim do 
delcompozycji lallci, rozebranej z peruki i sukienki. 
Marta Bury ldadzie drewnianq Bianlc§ na lozlcu, lalka 
zastyga. Jest naga, jej cialo jest juz tyllco nieruchomym 
drewnem. Fraza „Jestem twoim bratem” nie oznaeza 
tu przelcroczenia bariery plci, tyllco granicy mi^dzy 
zyciem i smierciq. Nast^puje zbratanie, czyli zjedno- 
czenie lallci z lallcarlcq. Od tej chwili jest tyllco Bianlca 
Czarna Wdowa. Bianlca-lallca umiera, jej alctorski duch 
wraca w przeszlosc, zeby spotlcac i polcierowac tq 
dawnq sobq. Cyld si§ domylca. Przemiana 
si§ dolconala. 

Biale malzenstwo, Tadeusz Rozewicz. Rezyseria Oleg Zugzda, 
scenografia Krzysztof Paluch, muzyka Pawel Kondrusiewicz. 
Teatr Maska, Rzeszow. Premiera wrzesien 2014. 


R E C E N Z J E 


Reviews 



^[We recall that Tadeusz Rozewicz wrote Biale malzenstwo (White Marriage) 
as a play about initiation into sex and the sexual roles that we all are com¬ 
pelled to enact. One of two adolescent sisters - Paulina - embarks upon 
playing a game of pleasure, while the other - Bianlca - is horrified by femi¬ 
nine physiology, the choreography of intercourse, and the rites of passage 
from childhood to maturity. She always wanted to be a boy and abhors 
her virile Father, lascivious Granddad, frigid Mother, and erotically cyni¬ 
cal Aunt and sister. She is over-sensitive and uncertain, and seeks protec¬ 
tion against the fate of a wife, a mother, and a lover. More, she demands 
that her fiance, Benjamin, observes after marriage the principles of a so- 
called marriage blanche. On her wedding night, however, she destroys her 
clothes, cuts her hairs, and gashes her breasts. Bianlca thus finally 
becomes free of her body and the woman within, and announces to her 
terrified husband: "I am your brother” 

2 

^ Biale malzenstwo is the first Polish feminist drama written by as if a man - 
this celebrated albeit unintentionally humorous phrase formulated by Dr 
Agata Chalupilc almost a decade ago about Rozewicz as an ambiguous 
"precursor" could become the motto of the spectacle now staged in 
Rzeszow by Oleg Zhugzhda. This production is just as innovative as it is 
ambiguous at least for two reasons. The Byelorussian director introduced 
the play into the world of the puppet theatre, finding in the former a plot 
and a symbolic that can be unsealed only means of a parallel application 
of animate and inanimate actors. In a word - a certain part of the play, up 
to now omitted in the theatre or the cinema, will exist fully only if it 
becomes divided between actors and puppets. The second innovation 
proposed by Zhugzhda appears to be highly risky: let's stage Biale 
malzenstwo as if the whole traditional feminist reception of this play is 
non-existent and as if the story was not about transgression, 
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trans-sexuality, the dictate of gender, and oppression 
by culture and customs. The director circumvented 
these topics as if he suspected that whatever he would 
say it would sound incredible and comical. His 
approach to the play attaches greater importance to 
the sexual vigour of the world of the past, the conflict 
between immaturity and maturity, the dormant and 
the awakened body, and, finally, the coexistence 
of the puppet and man. 

^fThe spectacle accentuates not freedom from sex but 
freedom from the body, i.e. death. Going on such an 
a assumption one may, for all practical purposes, 
accuse Zhiugzhda of everything - from gaps in erudi¬ 
tion to existentialism and sexism. Meanwhile, the 
director only wanted to present our perception of the 
drama. "Only" my word... 

3 

^[The whole stage is submerged in white - the manor 
house was built out of fantastic combinations of hand¬ 
rails and climbing plants. It seems to have emerged 
straight out of the artificial white shrubbery or is the 
last stage in the evolution of the chairs and the beds. 
Doors leading to the interior of the manor house were 
replaced by cupboard doors. Items from the maidenly 
bedroom of Bianka and Paulina appear from behind 
the scenes, servants carry onstage a white breakfast 
table, and in one of the scenes white phallic mush¬ 
rooms sprout from the floor. So much for the sets. 

^[The Rzeszow spectacle starts badly, with a cliche senti¬ 
mental ball attended by actors immersed in tulle. The 
"Soviet theatre" the artificiality of a fake retro ambi¬ 
ance, and even shallow symbolism are obvious a mile 
off. Fortunately, this scene falls apart after less than 
a minute and a figure in a black dress and a hat enters 
the space of the dancing phantom procession. This is 
Bianka from the future (Marta Bury), in mourning for 
herself and possibly for this whole bright and pure 
world. Her dramatis persona is so different and unique 
that it enables the spectacle to remain unambiguous, 
lively, and clever. Apparently, this was the director's 
intended trick - Oleg Zhugzhda needed kitsch only for 
the first image in order to put the audience off the 
track, to clear its minds of the cloying vision of the 
world of the manor house. Or else he was unable to do 
anything else. Perhaps the opening scene is some sort 
of his bizarre longing? 

^[All actors, with the exception of Bianka from the future, 
wear white. Colours are granted to the puppets - 
almost life-size human figures, whose heads and right 
hands are held by the actors, and whose eyes are 
unnaturally large. The puppets' removable costumes 
imitate clothes from the turn of the nineteenth cen¬ 
tury. This period stylisation, however, is almost totally 
concealed and obliterated by the white uniforms 
of the actors, their fluttering nightgowns and kitchen 
aprons. They wear elements of ladies' undergarments, 
white gala military uniforms, and hospital overalls. 

I also remember, or envisage ex post, curtains and bed 



sheets hanging here and there. This world smells like 
a combination of a hospital, a laundry, and a kitchen: 
a mixture of quinine, starch, and flour. It evokes a brisk 
morning, a hot afternoon, and a sultry summer night. 

4 

^[Marta Bury fulfils a special function in the spectacle. 
Her part does not come down to merely animating the 
Bianka puppet: the lady in black sets into motion 
a wooden girl in a white summer dress. The actress - 
a willowy, tall, redhead, infected with melancholy - 
introduces into the staged world a provocative dis¬ 
tinctness and super-consciousness. Since, as we 
suspect, she is a voyager in time, she once again 
watches events, which she witnessed and in which she 
took part, and she knows how everything will end. 
Hence possibly her mysterious and slightly indulgent 
sadness. Bury returns to a world that has passed, she 
grieves for it, or for herself, but does not observe it with 
tenderness or hatred, nor does she attempt to compre¬ 
hend it. What is there to understand? After all, she 
already knows and has experienced everything. This 
Bianka from the future, Bianka in black, revels in the 
life of the manor house world as if only she could be 
capable of appreciating it. As if for some reason she 
had to once again undergo all those identifications 
and rituals. If a ghost or a traveller in time - a character 
with a status different from that of the other actors - 
animates a puppet then that puppet too differs from 
the others. It sees more and each of its gestures gener¬ 
ates more meanings. This is how we explain Bianka's 
fear of sex, maturity, and closeness. Maybe Bianlca-the 
puppet senses that in the world of puppets those are 
mere appearances, words, and forms, and thus wishes 
to free herself of her wooden body. 

5 

^ Zhugzhda wanted to show the amorous manoeuvres 
in the manor house depicted by Rozewicz in a com¬ 
edy-farce convention. In doing so, he transformed dis¬ 
gust for the corporeal and sexuality into crude frivolity. 
The Rzeszow version of the Rozewicz play lacks per¬ 
version and obscenity, and features frolicsome naugh¬ 
tiness. Lust is portrayed as a source not of suffering but 
of comic qualities. Desire is amusing. So is succumb¬ 
ing to it, or not. The same is true for turning it into an 


R E C E N Z J E 


B. Jarzyna 



TEATR LALEK NR 3-4 (117-118) 2014 


97 


existential problem. After all, there is nothing funnier 
than a couple performing coitus. The rattle of wooden 
bodies and their various parts resembles a wood¬ 
pecker tapping a tree trunk or superstitious knocking 
on wood for luck. Bianlca's otherness is also a form 
of escape from ridicule. Zhuzhda makes use of all the 
ambiguities connected with the existence of people 
and puppets on stage. Sex is also a game of appear¬ 
ances, concealed flirtation, a camouflage of genuine 
emotions and intentions. A hand belonging to Father- 
the puppet pinches the bottom of a curvaceous 
actress playing the part of the Cook. The hand is 
wooden, but the buttocks are real. At another 
moment we observe puppets engaged in bold inter¬ 
course at a breakfast table, albeit to the accompani¬ 
ment of suspicious sounding clatter, while the animat¬ 
ing actors stay undisturbed and subdued: Impossible! 
What rattling? We're not doing anything! 

6 

^[The Rzeszow theatre company was instructed to play 
a farce, with small allowances for Bianlca's melan¬ 
choly. Ewa Mrowczyrislca (in the part of Paulina) 
teases by frolicking with the animated puppet and her 
own facial expression and gaze. Granddad (Henryk 
Hryniewiecki) is a literal embodiment of Granddad, 
i.e. Marshal Pilsudski, assuming that for at least two 
more decades he had never left Sulejowelc where he 
beckoned young girls at whose sight he salivated. 
Tomasz Kuliberda (Father) is an alpha male both as an 
actor and as his puppet version. Kamil Dobrowolski 
(Benjamin), wearing the eyeglasses of Petya Trofimov, 
looks as if had wandered straight from the Chelcov 
drama - an eternal student, ever immature, and a poet 
isolated from real life. 

7 

^[In recent years assorted stagings of Rozewicz's play 
sought something absolutely different. The key to the 
production presented by Krystyna Meissner in 
Wroclaw was the assumption that “it is predominantly 
Catholicism, treating issues associated with the body 
and sex as sinful, that is the source of the suffering 
of the characters, their deviations or neuroses” The 
spectacle prepared by young puppeteers under the 
supervision of Krzysztof Rau was based on the idea 
of seeking animal models for each dramatis persona. 
Bianlca was thus a squealing young bird, and Aunt - 
a self-importantly clucking hen. The interpretation 
conceived by Weronilca Szczawinska, probably the 
most significant in recent years, transferred the plot to 
a metaphorical land of drawers. Each wall featured 
several large or small library drawers containing index 
cards. The protagonists climbed out of them in the 
manner of suddenly materialized data, first as frag¬ 
ments - an ownerless hand or a braid, and then as 
wholes. These were not so much characters from the 
Rozewicz drama as bodily digressions on their theme, 
combinations of facts, habits, and gestures. Sexual 
oppression was concealed in words and gestures, 



everything brought to mind something else, and 
changed into kitsch and gestures of power. 
Szczawinska foresaw the possibility of interpreting the 
text by resorting to the aesthetics of the puppet theatre 

- in one of the scenes the family offers Bianlca to Ben¬ 
jamin in the shape of the girl's stiff body resembling 
more a life-size puppet than a living daughter. In 
another scene the young couple is animated by adults 

- Granddad and Aunt, who teach them the signs of the 
love code, pat their bottoms, molest them, and mas¬ 
turbate with them. Szczawinska crossed out the last 
sentence in Rozewicz's play, and her Bianlca utters 
only: “I am" She finally becomes a subject and not 

a doll, a toy. She has opted for the existence of a person 
and not the empty and ritualised roles of a mother 
and a wife. 

8 

Oleg Zhugzhda does not polemise with those interpre¬ 
tations of the cursed drama. I suspect that he is even 
unfamiliar with them. Paradoxically, this is not an 
error or an erudition fiasco because the Byelorussian 
director ploughed through Biale malzenstwo without 
any encumbrances. His spectacle remains for long 
bright and unpretentious. Bianlca suffers but life goes 
on. It turns out that Rozewicz wrote a very funny trag¬ 
edy. And this would be true if not for the last scene. 

9 

^fThe finale of the Rzeszow production does not change 
Bianlca into a boy, although it does feature the decom¬ 
position of the puppet, deprived of its wig and cos¬ 
tume. Marta Bury places the wooden Bianlca on a bed 
and the puppet becomes immobile. It is naked and its 
body is only a motionless piece of wood. “I am your 
brother" does not denote crossing the gender barrier, 
but the border between life and death. The puppet and 
the puppeteer merge into a unity. From the moment, 
there is only Bianlca the Black Widow. Bianlca-the pup¬ 
pet dies and its spirit goes back to the past in order to 
encounter and steer its former self. The cycle closes. 
The transformation is completed. 

White Marriage, Tadeusz Rozewicz. Direction Oleg 
Zhiugzhda, stage design Krzysztof Paluch, music Pawel Kondru- 
siewicz. The Maska Theatre, Rzeszow. Premiere September 2014. 
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P rzemiany to bardzo zaskakujqcy i odwazny formalnie spelctald. 

Lqczy teatr formy i taniec. Lecz obie te dziedziny pojawiajq si§ 
wlcsztaltach dosyc przekornych wobec dominuj^cych trendow, 
zarowno w teatrze tarica, jak i w teatrze formy. 
polskim tancu wspolczesnym - jakkolwiek go rozumiec - scena naj- 
cz^sciej jest pusta, relcwizyty, jesli w ogole si§ pojawiajq, sq jedynie pre- 
telcstem do ekspresji performera, taniec sluzy wlasnej elcspresji wylco- 
nawcy, z lctorej tkana jest materia przedstawienia. W Przemianach 
natomiast trzeba byio zrezygnowac z tych wszystkich egocentrycznych 
uzurpacji, oddac swe ciaio wiadaniu nadrz^dnej narracji, zaslonic twarze 
maslcami, a ciala oblec w grubo okrywajqce je lcostiumy, wplesc si§ wmul- 
timedialnq strulctur^. To naprawd^ wyjqtelc - na rodzimych festiwalach 
tanecznych ostatnich lat talc rozbudowanych scenograficznie przedsta- 
wien po prostu nie ma. 

«|Podobnie i drugi punlct wyjscia - czyli teatr lallcowy, teatr formy, czy jak¬ 
kolwiek bysmy go jeszcze nazwali - tez nie przyzwyczail nas do tego typu 
fuzji. Owszem, aktorzy w teatrach lalelc potrafiq poddac si§ wladzy 
materii, lcostiumu, maslci; cz^sto potrafiq tariczyc, ale nie wtalci sposob. 

To nie byl przypadelc, zew Przemianach wyst^pujq nie aktorzy Groteslci, 
lecz zawodowi tancerze. Narracja taneczna bowiem stworzyla dla teatru 
formy zupelnie inne mozliwosci kreacji. Cielesnosc wyswobodzila si§ 
w stopniu niespotylcanym w naszym teatrze lalelc spod dylctatu materii. 
Jalcosc ruchu, a w lconselcwencji cala przestrzen wizualna stala si§ rady- 
lcalnie inna. falcby sama przestrzen i w tym przypadlcu zatanczyla. 
^[Splecenie teatru formy, teatru tanca, multimedialnych projelccji mialo 
jeszcze jeden atut: zadne z mediownie przytloczylo innych, wszystlcie 
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stwarzaly harmonijnq, konselcwentnq calosc. Raz jesz- 
cze powtorz^ - niespotylcanq wpolskim teatralno- 
-tanecznym swiecie. 

^[Ale spelctald wyrezyserowany przez Adolfa Weltschlca 
mial jeszcze jeden wielki plus - nie poprzestal na czy- 
sto formalnej radosci tworzenia. Sprobowal wwielo- 
znaczny sposob odwolac si§ do wrazliwosci widzow. 
Opowiedziec historic lctor^ zwerbalizowac wcale nie 
jestprosto. 

^Spelctald rozgrywa si§ pomi^dzy dwoma ekranami. 
Widzowie oddzieleni sq od przestrzeni gry tiulowq 
zaslonq - to pierwszy ekran do trojwymiarowych pro- 
jelccji. Z tylu znajduje si§ mniejszy ekran, tym razem 
nieprzezroczysty. Mi^dzy nimi sq tancerze, lctorych tez 
swiatlo wylawia lub ukrywa w mrolcu. Te trzy plany 
spajajq si§ ze sobqw sposob bardzo wyrazisty. 

Moze jedynie poczqtelc spelctaldu nie pozwala 
natychmiast wyzbyc si§ percepcyjnych nawylcow, 
lecz po kilku poczqtlcowych minutach przestajemy - 
odruchowo dzielic scen§ na trzy cz^sci. 

^[Pierwsza odslona to jalcby wylanianie si§ swiata z prze¬ 
strzeni. Abstrakcyjne, lcolorowe przestrzenie ekranow 
- i na srodku poruszajqca si§, pozbawiona okreslonych 
lcsztaltow materia. Stopniowo zaczynajq wylaniac si§ 
z niej zroznicowane lcsztalty. Widac, ze to ludzkie 
postaci zamkni^te w kolconach. Jest to jalc stworzenie 
swiata albo jalc wchodzenie w sen. 

^[Kolejne sceny odwolujq si§ juz do ludzkich postaci, 
marzerl, wizji. Zyslcujqce trzeci wymiar projelccje 
determinujq patrzenie na tanczqcych. Czasem 
powstaje wrazenie, jalcby nielctore tanczqce postaci 
rozpadaly si§ nagle, zamieniajqc w dym. Nie jest si§ do 
lconca pewnym, czy to prawdziwe osoby, czy zjawy. 

Talc jest wjednej z poczqtlcowych seen. Z bolcu stoi 
ubrana na bialo lcobieta. W centrum zaczynajq taniec 
dwie postaci - czarna i biala. Jalc smierc i zycie, dobro 
i zlo, jasnosc i ciemnosc. Nagle ta stojqca nilcnie, roz- 
wiewa si§, jalc duch, jalc dym. 

Jest jeszcze wiele takich technicznych efelctow, czasem 
bardzo przejmujqcych. Jalcpochody ni to zbrojnych, ni 
to cieni, ni to dusz. Jalc anioly i szatany. Jalc rosnqca 
i pulsujqca zyciem Iqlca. Ta troch§ Lesmianowslca 
wyobraznia przenilca na wslcros cale przedstawienie. 
Jednalc spelctald nie poprzestaje na wizualnych 
i tanecznych efelctach. Nie przelcraczajqc progu oni- 
rycznosci, stara si§ poddac reflelcsji, poprzez slcojarze- 
nia, nasze zycie, smierc, milosc. To proste slcojarzenia, 
jalcby archetypowe figury, ale ich niejednoznaeznose, 
czasem nawet zacieranie znaczeii, nie pozwalajq na 
proste odezytania. 

^[Najwazniejszy temat spelctaldu jest zaczerpni^ty 
z mitu orfickiego - to podroz w zaswiaty. Lecz tutaj tro¬ 
che odwrocona. To dziewezyna (Katarzyna Silcora) 
podqzac b^dzie za swoim ulcochanym (Sebastian 
Lenart) do lcrainy smierci, zapomnienia, bezczasu. 
Jeden z cielcawszych choreograficznie fragmentow - 
scena milosna, wlctorej pi^lcnie partnerujq Silcora 
i Lenart - lconczy si§ zaslcalcujqco. Z bolcu, za stolem, 


pojawia si§ zamaslcowana postac, jalc smierc, jalc 
wyslannilc z zaswiatow. Przed chwilq jeszcze wyda- 
walo si§, ze milosc ogarnie wszystlco, ze spelctald zato- 
nie w afirmaeji szcz^scia, a tu nagle przychodzi cho- 
roba, smierc (a moze tyllco utrata duszy). Postac, 
nazwana przeze mnie smierciq, obejmuje chlopca, 
lctory bezladnie osuwa si§ z jej ramion - i wjej r^lcach 
pozostaje tyllco martwa maslca. Chlopiec jalc czarny 
aniol pogrqza si§ wlcrainie smierci. Jednalc milosc 
w przedstawieniu Weltschlca na tym si§ nie zalconczy. 
Podqzanie dziewczynyw lcrainy cieni, maselc, smierci 
znajduje zaslcalcujqce zwienezenie. Po wielu perype- 
tiach lcochanlcowie stanq znowtwarzq wtwarz. Czas 
jednalc dolconal zniszczenia. Sq teraz starzy, zgarbieni, 
z pomarszczonymi twarzami. Ale ta ich starosc prze- 
nilcni^ta jest cieplem i oddaniem. Milosc przelcroczyla 
wszystkie granice. Biorq si§ za r§ce, w swych starezyeh 
cialach, w pomarszczonych maslcach wyglqdaj^ jalc 
para czulych lcochanlcow. Przeldadanie wytanezonej 
i ulcazanej poprzez obraz historii na slowa oczywiscie 
niszczy jej urolc i tajemnic^. Opis historii mozna by tu 
zalcoriczyc - na polcazaniu milosci, lctora przelcroczyla 
lcondycj^ ciala i smierci i wreszeie w czystym, ducho- 
wym wymiarze moze si§ dopelnic. Jednalc prawa tea- 
tru sq inne. Moze i ta opowiesc jest inna, niz sobie 
wyobrazilem - i przedstawilem. Z tych starych cial, jalc 
lcolcony, nagle spadajq maski. Jalc z pancerza grubych 
ubrari wylaniajq si§ znowmlode ciala. 

Opowiedzialem jeden z najwyrazniejszych wqtlcow. 
Mozna go oczywiscie odczytac inaezej. Kluczowe 
sceny wiqzac z ludowq, troch^ pogarislcq rzeczywi- 
stosciq. Te wqtki ludowe nie sq nachalne, ale jednalc 
poprowadzone dosyc wyraznie. W pewnym momen- 
cie zalcochany mlodzieniec z s^lcatych gal^zi sldada 
ludziki, paluby. Jest w tym dzialaniu jalcas nieraejo- 
nalna, poganslca sila. Jalcby owe paluby na granicy 
zycia i smierci nagle ozywaly, jalcby staly si§ pogaii- 
skimi groznymi fetyszami, lctore pozniej naznaezyly 
nieszcz^sciem jego zycie, jalcby to one op^taly 
jego dusz^. 

ifW zalconczeniu spelctaldu scena ta odbija si^ jalc 
wlustrze wpodobnej historii, zupelnie juz nie dra- 
pieznej - raezej cieplej. Oto za stolem siedzq stare 
baby, jalcwzacisznej domowej lcuchni. Spolcojne, syte 
lat i zycia (oczywiscie znowbardzo wazna jest elcspre- 
sja maselc i lcostiumow). Wchodzi mala dziewczynlca 
ubrana na bialo. Dostaje od lcobiet jabllco i ze sterty 
chrustu zaezyna wyciqgac galqzki. Sldada malq 
laleczlc^ - ale wyglqda ona doldadnie talc jalc owe 
wiellcie paluby. Czy to byl sen? Czy to, co straszne, jest 
talc blislco tego, co cieple i wzruszajqce? W tej dzieci§- 
cej scenie jest bowiem i sennosc, i cieplo, i spolcoj. 
Swiat wylcreowany wTeatrze Groteslca pozostaje 
pelen tajemnic, choc rozne to tajemnice dla dzieci, 
dla lcochanlcow i dla ludzi starszyeh. Przepastne 
i mroczne staj^ si§ w dzieci^cej slcali lagodnq 
i czystq zabawq dziewczynlci. Groza i zabawa sq 
talc blislco siebie. 
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^[Rezyser przedstawienia - Adolf Weltschelc - nie 
pozwala, by w Przemianach j akakolwiek plaszczyzna 
dominowala. Narracja nie przytlacza formy ani 
odwrotnie. Oczywiscie, tancerze sq najistotniejsi, to na 
nich spoczywa powodzenie calego przedsi^wzi^cia. 
Lecz i oni zostajq ograniczeni w swej swobodzie - 
zostajq calkowicie wlqczeni w przestrzen gry, wpisani 
w obraz, talc projelccji, jalc i scenografii. 

Wiele choreograficznych fragmentow (choreografia 
Caroline Finn) jest wysolciej proby. Pojawia si§ swietne 
partnerowanie mlodych, sq brawurowe sceny plebej- 
skie, umiej^tnie tez dopasowano lcostiumy, maslci 
i relcwizyty do przestrzeni tarlca. Finn postawila 
przede wszystlcim na zespolowosc, starajqc si§ ulcazac 
z najlepszej strony lcazdego z tancerzy. Dodac nalezy, 
ze wszyscy zostali wylonieni w drodze castingu. 


Tancerze radzq sobie zazwyczaj dobrze, choc - jalco ze 
stojq dopiero u poczqtlcu swojej artystycznej drogi - 
nie majq pretensji do gwiazdorstwa, awi^c potrafiq si^ 
poddac teatrowi materii. 

V wreszcie lcillca slow na temat projelccji i scenografii. 
Malgorzata Zwolinslca potralctowala multimedia 
w sposob bardzo cielcawy: splatajqc materi^ i projelc- 
cje, cienie i swiatlo, tancerzy w jednolitq strulctur^. 
Onirycznosc, pulsowanie, nieuchwytnosc zbrataly si^ 
z cielesnosciq i lconlcretem materii. 

Przemiany, Adolf Weltschek, Malgorzata Zwolinska. Rezyseria 
Adolf Weltschek, scenografia, kostiumy Malgorzata Zwolinska, 
choreografia Caroline Finn. Teatr Groteska, Krakow. 

Premiera wrzesien 2014. 



P rzemiany (Transformations) is an outright amazing and for¬ 
mally audacious spectacle, a combination of the theatre 
of form and the dance theatre. Both domains, however, appear 
in the spectacle in forms rather contrary vis avis trends domi 
nating in those two theatres. 

^fln Polish contemporary dance - whatever its comprehension - the stage 
is, as a rule, empty, and props - if they appear at all - are a mere pretext for 
the expression of the performer, which the dance serves and which com¬ 
prises the substance of the spectacle. In Przemiany it was necessary to 
resign from all those egocentric usurpations and to succumb one's body 
to superior narration, to cover faces with masks, to swath the bodies in 
thick costumes, and to become part of a multi-media structure. This is 
a genuine exception - in recent years domestic dance festivals simply 
lacked spectacles with such expanded stage design. 
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^[Similarly, the second point of departure, i.e. the pup¬ 
pet theatre, the theatre of form or whatever other 
name we were to give it has also not accustomed us to 
this type of fusion. True, actors performing in puppet 
theatres are capable of subjecting themselves to the 
rule of matter, the costume, and the mask; they fre¬ 
quently can dance but not in this way. It was not sheer 
coincidence that professional dancers were engaged 
for Przemiany instead of the Groteska actors since 
dance narration created a totally new world for the 
theatre of form. Corporeality set itself free from the 
dictate of matter to a degree not encountered in our 
puppet theatre. The quality of motion and, as a conse¬ 
quence, the character of the whole visual space 
became radically different from habits obtained 
within this range, as if also in this case space as such 
started to dance. 

^The intermingling of the theatre of form, the dance 
theatre and multimedia projections in Przemiany pos¬ 
sessed yet another great asset: none of the media sti¬ 
fled the others and all created a harmonious, consis¬ 
tent whole, which, I repeat once again, is absent in the 
Polish theatrical-dance world. 

^The spectacle directed by Adolf Weltschelc featured yet 
another great plus - it did not stop at a purely formal 
joy of creativity, but attempted to refer ambiguously to 
the sensitivity of the audience and to tell a story by no 
means easily to verbalise. 

^The spectacle takes place between two screens. The 
audience is separated from the performance space by 
a tulle curtain - the first screen used for three-dimen¬ 
sional projections. The second, smaller screen behind 
it is opaque. The dancers between the two screens are 
either extracted from the darkness or concealed 
therein. Those three levels merge conspicuously. Per¬ 
haps only the beginning of the spectacle does not 
make it possible to immediately get rid of our percep¬ 
tion habits, but after the initial several minutes we can 
- impulsively divide the stage into three parts. 

^The first scene of the spectacle is an emergence of sorts 
of the world from space. The centre of the abstract, 
colourful spaces of the screens is occupied by moving 
matter devoid of definite shapes. Gradually, it begins 
to generate increasingly different shapes, and it 
becomes obvious that these are human figures 
enclosed in cocoons. The overall effect resembles the 
creation of the world or the process of entering 
a dream. 

Successive scenes already evoke human figures, 
dreams, and visions. Projections gaining a third 
dimension determine our perception of the dancers. 
Sometimes, the resultant impression suggests that 
some of the dancing figures suddenly dissolved into 
smoke, and we are not really certain whether these are 
genuine persons or phantoms. In one of the opening 
scenes a woman in white stands to the side. In the cen¬ 
tral part of the stage two figures - black and white - 
start to dance just like death and life, goodness and 


evil, or light and dark. All of a sudden the standing fig¬ 
ure vanishes and dissolves in the manner of a ghost or 
smoke. 

^[One could describe many more such technical effects, 
sometimes extremely moving, such as processions 
of armed men or perhaps shadows or is it spirits?, not 
unlike angels and devils or a growing and pulsating 
meadow. This somewhat Lesmian-like imagination 
permeates the whole spectacle. Nonetheless, and 
I consider this to be an extremely important element, 
the show is not composed only of visual and dance 
effects. Without crossing the threshold of oneiric qual¬ 
ities it attempts to propose, via associations, also 
reflections about our life, death, and love. These are 
simple associations, as if archetypical figures, but their 
ambiguity and at times even the obliteration of mean¬ 
ings do not permit simple deciphering. 

^[The most prominent theme of the spectacle comes 
from the Orphic myth and involves a journey to the 
netherworld. In this case, however, the journey is 
slightly reversed and it is a girl (Katarzyna Silcora) who 
follows her beloved (Sebastian Lenart) to the land 
of death, oblivion, and timelessness. 

^[One of the more interesting choreographic fragments 
- a love scene enacted magnificently by Silcora and 
Lenart - has an amazing finale. From behind a table 
there emerges a masked figure resembling death or 
a messenger from the netherworld. Just a moment 
ago it seemed that love would embrace all and that 
the spectacle would become submerged in an affir¬ 
mation of happiness, but now, quite unexpectedly, ill¬ 
ness and death (or perhaps only the loss of a soul) 
make an appearance. The character which I described 
as death embraces the boy; he slips from its arms and 
it is left holding only his mask. In the fashion 
of a black angel the boy descends into the land 
of death. Nonetheless, love in the Weltschelc spectacle 
does not end here. The girl's journey to the land 
of shadows, masks, and death has a surprising end. 
After experiencing numerous adventures the two lov¬ 
ers once again come face to face. Time, however, has 
done its damage. They are now old, stooped, and with 
wrinkled faces. Nevertheless, their love is pervaded 
by devotion and cordiality. Love has crossed all 
boundaries. They hold hands and despite the aged 
bodies and wrinkled masks bring to mind a couple 
of tender lovers. Naturally, transposing this story, 
depicted via dance and told through an image, into 
words destroys its charm and mystery. The verbal 
description of the story should probably end here, i.e. 
with a depiction of love that has transcended the con¬ 
dition of the body and death and can be finally ful¬ 
filled in the pure, spiritual dimension. The laws of the 
theatre, however, are different. Quite possibly, the tale 
is dissimilar from the one I envisaged and presented. 
Suddenly, masks drop from the old bodies like 
cocoons, and bodies that are young once again 
emerge from the armour of thick clothing. 


Reviews 


I have told one of the most distinct stories in the spec¬ 
tacle. But it too could be interpreted in another way. 
The key scenes making it possible to refer to the com¬ 
prehension of the spectacle are associated also with 
a folk and rather pagan reality. The folk motifs are not 
intrusive but ; nonetheless, rather distinctive. At a cer¬ 
tain moment, the young man in love uses gnarled 
branches to make human figures. His activity contains 
some sort of an irrational pagan force, as if those fig¬ 
ures, on the borderline between life and death, sud¬ 
denly came to life and turned into dangerous pagan 
fetishes that subsequently left an imprint of misery on 
his life and took possession of his soul. 

In the finale of the spectacle, however, this scene is 
reflected as if in a mirror in a similar story, albeit not at 
all forbidding but genial. Old women sit behind 
a table, just like in a cosy kitchen. They are at peace 
and satiated with spent years and life (obviously once 
again an important part is played by the expressions 
of the masks and costumes). Enter a little girl dressed 
in white. She gets an apple from the old women and 
starts pulling twigs out of a pile of tinder to put 
together a small doll, which resembles the great 
human figure. Was all this a dream? Is the horrifying so 
close to the kindly and poignant? After all, the child¬ 
hood scene contains peace, warmth, and drowsiness. 
The world created at the Groteslca Theatre remains full 
of mysteries, although these are diverse mysteries, 
intended for children, lovers, and the aged. On 
a child's scale murky and capacious mysteries become 
a gentle and pure game played by little girls. Horror 
and fun are so close to each other. 

The director of the spectacle - Adolf Weltschelc - did 
not allow any sort of a level to dominate in Przemiany. 


Narration does not overwhelm form or vice versa. Nat¬ 
urally, the dancers are the most essential since the 
success of the whole undertaking depends on them. 
Their freedom too, however, is restricted - they are 
totally included into the space of the performance and 
tuned into a part of the imagery, both the projections 
and the sets. 

^fThe numerous choreographic fragments (by Caroline 
Finn) are superb. The young partners do brilliantly, 
there are bravura plebeian scenes, and the costumes, 
masks, and props are skilfully adapted to the dance 
space. Finn accentuated predominantly group work in 
an attempt at showing the best side of each dancer. It 
must be added that all the dancers were selected at 
a casting session. As a rule, they manage very well, 
although since they are at the beginning of their artis¬ 
tic path they have no claims to stardom and thus are 
capable of subjecting themselves to the theatre 
of matter. 

^[Finally, a few words about the projections and the 
stage design. Malgorzata Zwolinska treated the multi- 
media in a very interesting way by combining matter 
and projections, shadows and light, as well as the 
dancers into a uniform structure. The oneiric quality, 
the pulsation, and the intangible quality merged with 
the corporeality and concreteness of matter. 


Przemiany (Transformations), Adolf Weltschek, Malgorzata 
Zwolinska. Direction Adolf Weltschek, stage design and cos¬ 
tumes Malgorzata Zwolinska, choreography Caroline Finn. 
The Groteska Theatre, Krakow. Premiere September 2014. 
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T eatr dla najnajmlodszej publicznosci pojawil si§ w Polsce przed 
nieomal delcadq. W ciqgu ostatnich dwoch, trzech lat obserwu- 
jemy prawdziwy najnajowy boom. Obecnie doliczyc si§ mozna 
olcolo 60 propozycji, ale ich liczba stale rosnie. Poszerzenie 
widowni o grupy zlobkowe i wczesnoprzedszlcolne sprawilo, ze nawet 
sceptycy, lctorzy dla okreslenia tego typu sztuki uzywaj^ wyrazenia „para- 
teatr" majq spelctalde najnajowe w swoim repertuarze. Bogactwo form, 
pomyslow, strategii jest ogromne. Wszystkiego nie da si§ obejrzec, chocby 
nawet si§ chcialo. To dobry moment, by przypominajqc poczqtki, scha- 
rakteryzowac obecnie pojawiajqce si§ tendencje i przyblizyc najcielcaw- 
szych obecnie tworcowi najbardziej interesujqce zjawiska. 

«| Teatr najnajowy, czasem zwany rowniez inicjacyjnym, to poj^cie uzywane 
na okreslenie przedstawieii dla dzieci ponizej trzeciego roku zycia. Nurt 
ten zostal zainicjowany przez Roberta Frabettiego w Bolonii w 1986 roku 
projelctem „Zlobelci teatr" poswi^conym obserwacji zachowania malusz- 
kow i badaniu ich reakcji na teatralne dzialania aktorow. Choc teatr dla 
najnajmlodszych pojawil si§ wkrotce w Niemczech, Skandynawii czy Bel- 
gii, to La Baracca Testoni Ragazzi, lctorej Frabetti szefuje, jest w tej dziedzi- 
nie nie tyllco niekwestionowanym autorytetem, ale tez spiritus movens)e] 
rozwoju 1 . Dla Polalcow niewqtpliwie stanowi zrodlo inspiracji i punlct 
odniesienia. 


%U podstaw teatru najnajowego lezy wi§c zainteresowanie nowym 
odbiorcq - uczestnikiem lcultury, lctory do tej pory nie mial wst^pu do tea¬ 
tru. Zadanie pionierow slcupialo si§ na dostosowaniu si§ do jego potrzeb 
i uwzgl^dnieniu wymagari - na przyklad ograniczonego czasu lconcentra- 
cji, duzej wrazliwosci na bodzce. Szyblco wypracowano konkretny model 
dzialania: spelctalde mialy bye krotkie, z narraejq sprowadzonq do mini¬ 
mum slow, z lieznymi elementami dzwi^lcowymi i delikatnymi obrazami, 
z dominant^ elementow codziennosci, grane w bliskim lcontalccie 


Slady | Traces, Teatr Atofri, Poznan 
J. Wittchen 
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z widzem. Artysci tworzqcy dla najmlodszej publicz- 
nosci od poczqtlcu slcupiali wi§c uwag§ na widowni, 
nie koncentrowali si§ na efekcie artystycznym. Ten 
osiqgany byl niejalco przy olcazji i stanowil o ldasie 
samych tworcow. 

^[Dzialalnosc wloskich artystow zafascynowala Zbi- 
gniewa Rudziriskiego z Centrum Sztuki Dzieclca 
wPoznaniu. Wlasnie tam wlistopadzie 2006 rolcu zor- 
ganizowano pierwszy przeglqd spelctaldi dla dzieci 
0-3 lat (pojawily si§ Kolory wody, Piorko i kamieri Teatru 
La Baracca, ale tez pionierskie na gruncie polskim wido- 
wislca Co to? Studia Teatralnego Blum i Plumplumdzyn- 
dzynbum... Ireny Lipczynskiej i Beaty Bqbliriskiej) oraz 
seminarium, podczas lctorego probowano zdefiniowac 
teatr najnajowy i znalezc dla niego miejsce w historii 
polskiego teatru dzieci^cego i sztuki dla dzieci 2 . 

Teatr najnaj owy zainteresowal w pierwszej lcolejnosci 
artystow niezaleznych, slcorych do elcsperymentow, 
otwartych na zmiany. Do tej pory autorami najciekaw- 
szych propozycji, o lctorych ldasie swiadczq rowniez 
swiatowe sukcesy - by wspomniec chocby o Panu Satie 
- jest poznanski Teatr Atofri, zlozony przez wspo- 
mnianq juz Beat§ Bqblinskq i Monilc§ Kabacirislcq. 

^[WPolsce dose szybko spelctalde dla najnajmlodszego 
widza weszly do teatrow repertuarowych. Komercyjny 
sulcces Tygryskow w rezyserii Agaty Biziulc (premiera 
listopad 2008) w stolecznym Teatrze Lalka sprawil, 
ze instytueje zywo zainteresowaly si§ tym rodzajem 
dzialaii. 

Polskie teatry nieco postarzyly docelowego odbiorc^ - 
to dziecko w wieku od rolcu do pi^ciu lat. 


Wypracowano rowniez pewien model adaptaeji osiqg- 
ni§c wloskich artystow, inspirujqc si§ przede wszyst- 
kim ich zewn^trznymi, latwymi do uchwycenia i opi- 
sania cechami. Przedstawienia najnajowe w istocie 
przeznaczone sq dla publicznosci wczesnoprzed- 
szkolnej - olcolo trzeciego rolcu zycia. Najcz^sciej to 
uproszczone - a czasem wr^cz zinfantylizowane - 
wersje przedstawieri, lctore moglyby obejrzec przed- 
szlcolaki (opowiada si§ historic, czasem rymowanq, 
dialogi przeplata si§ piosenlcami, alctorzy weielajq si§ 
wlconlcretne postaci, wylcorzystuje si§ formy anima- 
cji). Inaczej jednalcmysli si§ o przestrzeni - dzieci sie- 
dzq na poduszlcach w specjalnie zaaranzowanej 
lcameralnej sali. Z reguly pojawia si§ moment, wlcto- 
rym dochodzi do interalccji z widowniq - alctorzy 
zadajq pytania, polcazujq jakis przedmiot itp. Cz^sto 
rowniez po wyst^pie zaprasza si§ maluchy na scen§, 
by dotlcn^ly relcwizytow i przez moment pobawily si§ z 
artystami. 

^[Taki typ spelctaldi staje si§ elementem wychowania do 
zycia teatralnego - oswaja z estetylcq, ze srodlcami, lcto- 
rymi dany teatr si§ posluguje. Opisane przedstawienia 
powstajq jalco efelct pracy artystyeznej, a nie arty- 
styezno-pedagogieznej, jalcto si§ dzieje wprzyp adieu 
Teatru La Baracca, gdzie wyst^pujqcy poznajq swojq 
publieznose nie dopiero na scenie, ale duzo wczesniej 
- goszczqc w zloblcach czy przedszlcolach, sprawdzajqc 
realccje dzieci na planowane dzialania sceniczne. 
Wydaje si§, ze taki rodzaj badania terenowego pomaga 
stwarzac nowy profil alctora teatru dzieci^cego - per- 
formera, slcupionego na nawiqzaniu lcontalctu i byciu 
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wkontakcie z publicznosciq. A to rownie trudne zada- 
nie, jalc przeprowadzenie widza przez temat czy poka- 
zanie przemiany bohatera... 

^[W tym miejscu warto wspomniec o Alicji Morawskiej- 
-Rubczalc - propagatorce i teoretyczce teatru dla dzieci 
najmlodszych, lctora w marcu 2012 roku zadebiutowala 
jalco rezyserlca spektaldem S/y/w Teatrze Baj wWar- 
szawie. Jej przedstawienia sq wysmalcowane estetycz- 
nie. Na scenie pojawia si§ killca odslon konkretnej 
sytuacji znanej widzowi z codziennego funkcjonowa- 
nia, a alctorzy wykorzystujq przedmioty latwe do zna- 
lezienia wlcazdym mieszkaniu - lcoldry, skarpety, 
wstqzki. Napi^cie buduje si§ przy pomocy muzyki 
(nowoczesne, ale rownoczesnie proste kompozycje 
Wojciecha Morawskiego). Narracja narasta powoli, 
by w punkcie kulminacyjnym przej sc w swobodnq 
zabaw§ wyst^pujqcych i widzow. 

^[Bogate doswiadczenie Morawskiej-Rubczak jalco 
naulcowca, widza i uczestnika warsztatow slcutlcuje 
przekonaniem o lconiecznosci rownoleglego prowa- 
dzeniapracy artystycznej ilconsultacjijej efektow 
wprzedszkolu. Wydaje si§, ze pracujqcy z niq aktorzy 
w duzym stopniu rozumiejq zasadnosc tworzenia 
swiata z podstawowych dzialaii scenicznych, majq 
swiadomosc widza, budujq z nim naturalnq relacj^, 
co nadal jest rzadkosciq na polskim rynlcu. 

^^/V Polsce teatrem inicjacyjnym zainteresowaly si§ 
przede wszystlcim lcobiety. Mojq uwag£ szczegolnie 
zwracajq dwie aktorki i zarazem rezyserlci pracujqce 
na scenach lallcowych, dla lctorych ten teatr olcazal si§ 
glownym punktem zainteresowania, by nie 


powiedziec obielctem fascynacji. Mysl§ tu o Honoracie 
Mierzejewslciej-Milcoszy zwiqzanej z Olsztynskim Tea¬ 
trem Lalelc oraz Katarzynie Kawalec z lodzkiego Teatru 
Arlekin, lctora dopiero niedawno rozpocz^la trium- 
falny pochod przez polskie sceny dzieci^ce (rezysero- 
wala u siebie w Baju Pomorslcim w Toruniu oraz 
w Teatrze Andersena w Lublinie). W pracach obu arty- 
stelc olbrzymie znaczenie ma doswiadczenie lallcarslcie 
- potrafiq je wylcorzystac w tworczy i interesujqcy spo- 
sob. Animacja przedmiotow i materialow odgrywa 
u nich podstawowq rol§. To teatr formy z powaznie 
ograniczonq lub uproszczonq warstwq slownq. Histo- 
ria - jesli wyst^puje - opowiadana jest na scenie przez 
alctorowza pomocq emocji, min i gestow. Choc jego 
glowne zadanie to pobudzenie wyobrazni i tworczej 
elcspresji dzieclca, sluzy rowniez zapoznaniu dzieclca 
z teatralnq umownosciq - pojawia si§ wyrazniejszy 
niz u innych tworcow podzial na scen§ i widowni^, 
wprowadza si§ teatralne poj^cia, zabaw^ prostymi 
symbolami. 

^[Spektakle Mierzejewslciej-Milcoszy oparte sq na 
autorslcich scenariuszach. Najstarszy, W szufladzie, 
zrealizowany z Teatrem Poddaiiczym czy Od ucha do 
ucha w Olsztynskim Teatrze Lalelc charalcteryzuje 
ogromna prostota, budowanie opowiesci przede 
wszystlcim za pomocq ruchu i dzwi^lcu. Ostatnie pro- 
pozycje, Jasno/ciemno w Teatrze Lallci i Alctora Kubus 
w Kielcach czy Echy i achy, chlipy i chachy w Teatrze 
Pinolcio w Lodzi to juz znacznie bardziej rozbudo- 
wane przedstawienia, grzeszqce momentami nad- 
miarem pomyslow. 
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^[Katarzyna Kawalec inspiruje si§ wspolczesnq litera¬ 
ture dzieci^cq (Szary chlopiec Lluisa Farre, telcsty 
Philippe'a Dorina), a ostatnio rowniez ldasycznymi 
motywamibasniowymi. Jej ostatnia premiera, lubelski 
BucikKopciuszka, to swiadectwo myslenia o tym, ze 
teatr rodzi si§ z zabawy, mozliwej wsz^dzie i zawsze. 
Dwojlca aktorowwsrod pudel wypelnionych butami 
harcuje niczym male dzieci. Historia Kopciuszka opo- 
wiadana j est przy pomocy butow i alccesoriow obuw- 
niczych. Ta znana wszystkim opowiesc nabiera dzi^ki 
temu zupelnie nowego wymiaru. 
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^[To elcsperymenty stanowiq o rozwoju kazdego nurtu. 

W moim poczuciu nowatorskich prob, lctore nie powie- 
laje ustalonych wzorcow, nie przenoszq juz sprawdzo- 
nych rozwiqzari, pojawia si§ naprawd^ niewiele. Trzy 
ponizej opisane realizacje sq swiadectwem swiado- 
mych poszukiwari na gruncie teatru najnajowego. 

^[Najstarsza z nich to Gra wrezyserii Lucyny Winkler 
i Katarzyny Pawlowskiej ze Studia Teatralnego Blum 
z Poznania (premiera styczeri 2013). Artystki podej- 
muje typowy dla teatru najnajowego temat odkrywa- 
nia samego siebie, szukania miejsca wniewielkiej gru- 
pie. Posluguje si§ plaskimi planszami - puzzlami, 
pelniqcymi rozne funkcje. Waznq rol§ odgrywa tu 
rytm. Autorki inspirowaly si§ tworczosciq dramatur- 
gicznqKrystynyMilob^dzkiej ijej lconcepcjq teatru 
dzieci^cego, w lctorym wyst^pujqcy sq „odindywidua- 
lizowanymi graczami” a slowa sluzq zabawie, a nie 
budowaniu historii. To pierwsza i jak do tej pory 
jedyna w Polsce proba osadzenia teatru najnajowego 
wpolskiej tradycji, dowod tworczego czerpania 
ze sprawdzonych, a troch^ juz dzis zapomnianych 
wzorcow. 

Kolejny nurt wyznacza Naj w rezyserii Martyny Maj ew- 
skiej z Teatru Lalki i Alctora w Walbrzychu (premiera 
listopad 2013). To najbardziej animacyjna ze znanych 
mi realizacji teatru najnajowego. W otoczonym bialym 


al 
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materialem kubiku nie ma podzialu na scen§ i widow- 
ni§. Alctorzy stajq si§ animatorami, prezentujqcymi 
dzieciom lcolejne atrakcje ukryte w przestrzeni, w lcto- 
rej wspolnie przebywajq, i zach^cajqcymi maluchy do 
dzialan: grania na cymbalkach ; przechodzenia przez 
tor przeszlcod, zaglqdania do malerikich dziurelcitp. 
Sama ch^tniej niz spelctaldem nazwalabym t£ propo- 
zycj§ instalacjq. 

^[Na zalconczenie warto wspomniec o Sladach w rezyse¬ 
rii Barbary Kolling przygotowanych przez najciekaw- 
szq w Polsce niezalezne grup§ - Teatr Atofri z Poznania 
(premiera marzec 2014). leszcze przed wejsciem na 
widowni^ Beata Bqblinslca i Monika Kabacinslca poka- 
zujq maluchom i rodzicom zdj^cia z dziecinstwa. Na 
scenie ozywiajq jednq z fotografii, na lctorej dwie male 
dziewczynki stojq bardzo blislco siebie. Aktorki zaczy- 
najq od jalcnajwierniejszego odtworzenia postawy 
cial, potem zaczynajq si§ bawic tq sytuacjq: wyobra- 
zajq sobie sposob chodzenia, wreszcie zabawy, relacje 
Iqczqce te postaci. Spelctald jest refleksjq o minionym 
i ulotnym, co jest ewenementem wteatrze dla dzieci. 
Przede wszystkim to jedynyw Polsce projekt realizo- 
wany we wspolpracy z innym teatrem najnajowym 
z zagranicy - Helios z Hamm. Dla Atofri sama praca 
z profesjonalnym rezyserem byla eksperymentem - 
dotychczas Bqbliriska i Kabacinslca przygotowywaly 
autorskie przedstawienia. Warto wspomniec, ze grupa 
w tej chwili stoi przez kolejnym wyzwaniem - wkrotce 
artystki zadebiutujq jalco rezyserki, pracujqc wteatrze 
instytucjonalnym. Na zaproszenie Teatru Animacji 
zrealizujq spelctald z alctorami lallcarzami. 

% Przez niemal delcad^ funlccjonowania teatr najnajowy 
zdqzyl si§ na trwale wpisac w lcrajobraz polskiego tea¬ 
tru dzieci^cego 3 . Niestety, tego typu przedstawienia 
coraz cz^sciej nie sq dla tworcow wyzwaniem, ale 
kolejnym zadaniem do realizacji. Zdarzajq si§ cielcaw- 
sze produlccje, ale powiedziec trzeba jasno, ze orygi- 
nalne pomysly sq rzadlcosciq. Wciqz jeszcze nie poja- 
wil si§ spelctald, lctory formq i tresciq polqczylby 
wzachwycie cale srodowislco osob zainteresowanych 
sztulcq dla dzieci. Wiele jeszcze przed nami! 


1 Przyczynia s\q do tego i organizacja waznego festiwalu „Visiono di futuro, 
visioni di teatro", ale przede wszystkim zainicjowanie w 2005 roku mi^dzy- 
narodowej sieci teatrow najnajowych Small Size, ktora ma coraz wi^kszy 
wptyw na rozkwit obszaru sztuki dla najmtodszych w Europie. 

2 Centrum Sztuki Dziecka stymulowato (i do dzis to robi) rozwoj teatru nap 
najowego: samo produkowato spektakle (np. Ukladanka w rez. Roberta 
Jarosza), zainicjowato tez, zapraszajqc do Polski zagranicznych tworcow, 
Scenf Prezentacji, ktora z czasem przerodzita si^ w festiwal Sztuka Szuka 
Malucha. 

3 W Warszawie od trzech lat funkcjonuje Teatr Matego Widza - zatozona 
przez Agnieszk^ Czekierd^ prywatna scena wtasciwie w catosci przeznaczo- 
na dla sztuki najnajowej (przede wszystkim mozna tutaj zobaczyc spekta¬ 
kle, ale rowniez przygotowywane sq warsztaty, interaktywne koncerty czy 
instalacje), co oznacza, ze jego potencjat marketingowy jest naprawd^ duzy. 


Teatr dla najmcodszych 




Theatre for the Youngest 



Theatre for Early Years, which evolved in Poland nearly a decade ago, over 
the last two or three years has been undergoing a veritable boom. Until 
now it has offered some sixty shows and their number is steadily growing. 
The audience has expanded to include creche and early-kindergarten 
groups, with the result that even the skeptics who use the term "para-the¬ 
atre" to describe this type of art include productions for the youngest au¬ 
dience in their repertoire. The range of forms, ideas and approaches is 
staggering. It is impossible to see all the shows, however much one would 
want to. This is a good moment to recall the beginnings of this theatre, 
and in this way to typify the currently emerging tendencies and to intro¬ 
duce the most interesting creators and the most remarkable phenomena. 
^fThe term Theatre for Early Years (TEY), or sometimes Initiation Theatre, 
denotes productions addressed to children below the age of three. The 
trend was born in Bologna in 1986 with Roberto Frabetti's project "The 
theatre and the creche" which involved observing the behaviour of the 
youngest children and their reactions to theatrical activities presented by 
actors. Soon theatres for the youngest audiences were established in Ger¬ 
many, Scandinavia and Belgium; nevertheless, it is La Baracca Testoni 
Ragazzi, of which Frabetti is the leader, that remains the unquestioned 
authority and the spiritus movens of the development of TEY 1 . 

It certainly is the source of inspiration and the point of reference 
for the Polish creators. 


At the foundation of TEY lay an interest in the new recipients: participants 
in culture who until then were not welcome in theatres. The pioneers' task 
was to adjust to the needs of these recipients and to take their require¬ 
ments, for instance a limited attention span and great sensitivity to stim¬ 
uli, into consideration. The standards of action were developed relatively 
fast: the performances were to be short, with narration reduced to the 
minimum of words, with numerous sound effects and subtle images; they 
were to be dominated by elements of everyday life and played in close 
contact with the viewer. Since the very beginning, therefore, artists work¬ 
ing with the youngest audience focused not on the artistic effect, but on 
their spectators. The artistic effect was achieved in passing, so to speak, 
and was an indication of the quality of the creators themselves. 


Naj | The Most, Teatr Lalki i Aktora, Watbrzych 
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^[Zbigniew Rudzinski for the Children's Art Centre in 
Poznan was fascinated with what the Italian artists 
were doing. In November 2006 the Centre organised 
the first-ever review of productions for children aged 
below four, which included not only The Colours 
of Water and Feather and Stone by La Baracca, but also 
the pioneering Polish shows Co to? (What's this?) by 
Blum Theatre Studio and Plumplumdzyhdzyhbum... 
(Splash-splash-ding-ding-bang) by Irena Lipczyriska 
and Beata Bqbliriska. The seminar organised as a part 
of the review focused on the definition of TEY and its 
place for in the history of the Polish theatre and art 
for children 2 . 

Independent artists, who were happy to experiment 
and receptive to change, were the first to become 
interested in Theatre for Early Years. So far, the most 
interesting productions (as confirmed by their inter¬ 
national recognition) have been staged by the Atofri 
Theatre in Poznan instituted by Beata Bqbliriska 
and Monika Kabaciriska; one of those was Pan 
Satie (Mr. Satie). 

^[Yet Polish repertoire theatres, too, relatively soon 
began to stage productions addressed to the youngest 
viewers. The commercial success of Tygryslci (Little 
Tigers) directed by Agata Biziulc (premiere November 
2008) in the Lallca Theatre in Warsaw caused various 
institutions to express a vivid interest in this type 
of theatrical production. 

* ^| In the Polish theatres, the target audience is perceived 

as being slightly older: from one to five years of age. 
Also, a certain manner of adapting the achievements 


of the Italian artists has been worked out, inspired 
mainly by the outward features of their work, which 
were easy to perceive and describe. In reality, Polish 
TEY productions are addressed to early-kindergarten 
children, ones aged around three. Most often these 
are simplified (occasionally, in fact, quite infantile) 
versions of productions enjoyed by kindergarten chil¬ 
dren: a story is told, sometimes in rhyme, in dialogue 
interspersed with songs; actors play distinct protago¬ 
nists, and some forms of animation are used. The per¬ 
ception of space in TEY is different, however: children 
are seated on cushions in a specially furnished, inti¬ 
mate room. As a rule, an interaction with the audience 
takes place at some point, when the actors ask some 
question, for instance, or show an object. After the 
show the children are often invited to approach the 
stage to touch the props and play with the actors 
for a while. 

This type of show becomes an element of upbringing 
with theatre in mind, as it makes the children 
acquainted with the aesthetics and the means used in 
a given theatre. The productions described above 
were developed as artistic creations, not as art-cum- 
education as in La Baracca, where the performers 
come to know their audience not during the perfor¬ 
mance itself, but much earlier, during visits to creches 
and kindergartens, where they verify the children's 
reactions to the planned stage actions. It seems that 
such fieldwork is leading to the evolution of a new 
profile for the TEY actor: a performer focused on 
developing and maintaining contact with the 
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audience. This task is, in fact, just as difficult as guid¬ 
ing the viewer through some problem or presenting 
the transformation of the protagonist. 

At this point, it is necessary to mention Alicja Moraw- 
ska-Rubczak, the theoretician and promoter of thea¬ 
tre for the youngest children, who in March 2012 
made her debut as a director with the show Spij 
(Sleep) in the Baj Theatre in Warsaw. Her produc¬ 
tions are aesthetically sublime. Several episodes 
concerning a situation very familiar to the spectators 
from their everyday lives are staged, with the actors 
making use of objects easy to find in any house, such 
as quilts, socks or ribbons. Tension is built by means 
of music - modern but simple pieces composed by 
Wojciech Morawski. The slowly developing narrative 
transforms at the culmination point into free play, in 
which the performers and the spectators engage 
together. 

^[As a result of her extensive practice as a scholar, spec¬ 
tator and participant in workshops, Morawska-Rub- 
czalc is convinced that artistic work must be con¬ 
ducted parallel to consultations in kindergartens 
regarding the effects of this work. By and large, it 
seems that the actors who cooperate with her under¬ 
stand the relevance of constructing the world from 
fundamental stage actions, they are aware of their 
spectators and they strive to build a natural relation¬ 
ship with them, which is still a rarity in the Polish 
environment. 

^[In Poland, initiation theatre is mainly the speciality 
of women. I have particularly noted two actresses- 
directresses working in puppet theatres whose work 
is extremely interesting, if not outright fascinating. 
These are Honorata Mierzejewslca-Mikosza working 
with the Puppet Theatre in Olsztyn and Katarzyna 
Kawalec from the Arlekin Theatre in Lodz. The latter 
has only recently begun her triumphal parade across 
the children's theatres in Poland, directing produc¬ 
tions at her home institution, at the Baj Pomorski 
Theatre in Toruh and the Andersen Theatre in Lublin. 
Their experience with puppetry illuminates the work 
of both; they have a talent for applying it interestingly 
and creatively. Animation of objects and materials is 
fundamental to their work. Their productions repre¬ 
sent the theatre of form, with a strongly limited or 
simplified verbal element. A narrative, if it is present 
at all, is told through emotions, conveyed by the 
actors' facial expressions and gestures. Although the 
main task of this kind of theatre is to stimulate the 
children's imagination and encourage creative 
expression, it also serves to acquaint the young au¬ 
dience with theatrical conventions by stressing - 
more strongly than it is done by other TEY directors - 
the division into the stage and the auditorium, 
introducing concepts relating to theatre and playing 
with simple symbols. 

^Shows directed by Mierzejewslca-Mikosza are based on 
her own scripts. The initial ones - Wszufladzie (In the 



Drawer) staged by the Poddariczy Theatre and Od ucha 
do ucha (From Ear to Ear) in the Puppet Theatre in 
Olsztyn - are characterised by great simplicity and by 
the narrative constructed mainly by means of motion 
and sound. Her recent performances, Jasno/ciemno 
(Light/darlc) in the Kubus Puppet and Actor Theatre in 
Kielce and Echy i achy, chlipy i chachy (Sighs and Wows, 
Sniffs and Laughs) in the Pinokio Theatre in Lodz, are 
far more developed, with an occasional excess of ideas 
that is actually their fault. 

Katarzyna Kawalec draws her inspirations from chil¬ 
dren's literature, for instance The Grey Boy by Lluis 
Farre or Le monde, point a la ligne by Philippe Dorin, 
and recently also from classical fairy-tale motifs. Her 
recent premiere, Bucilc Kopciuszka (Cinderella's Shoe) 
in Lublin results from her perception of theatre as 
being derived from play, which, after all, is possible 
anywhere and at any time. Two actors tumble like tod¬ 
dlers among shoeboxes. Told by means of shoes and 
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shoe-care accessories, the eminently familiar story 
of Cinderella acquires an entirely new dimension, 
lit is experiments that determine the direction of any 
current. I have the feeling that very few productions 
are truly innovative - they do not duplicate established 
patterns or apply hackneyed solutions. The following 
three performances are the outcome of independent, 
conscious explorations in the field of TEY theatre. 

^fThe earliest of them is Gra (The Game) directed by 
Lucyna Winkler and Katarzyna Pawlowslca from the 
Blum Theatre Studio in Poznan (premiere January 
2013). Its topics, the discovery of oneself and the search 
for one's place in a tightly-knit group, are typical to TEY 
theatre. The directors used flat boards similar pieces 
of a puzzle, which serve various purposes. The rhythm 
plays an important role. Dramatic works by Krystyna 
Milob^dzka and her conception of children's theatre 
in which the performers are “de-individualised play¬ 
ers" and worlds are used for playing with, not for build¬ 
ing a story, were an inspiration to Winkler and 
Pawlowslca. This is the first and so far the only attempt 
to ground TEY in the Polish tradition, and concur¬ 
rently an indication that the tried and tested yet cur¬ 
rently slightly neglected models can still provide a cre¬ 
ative impulse. 

^fThe next trend is pointed out by Naj (The Most) di¬ 
rected by Martyna Majewslca from the Puppet and 
Actor Theatre in Walbrzych (premiere November 
2013). It is the most animation-oriented of all the TEY 
productions I have seen. Inside a cube surrounded 
with white screen there is no division into the stage 
and the auditorium. Actors are animators who show 
the young spectators various attractions concealed in 
space they all share and encourage them to do things: 
play the glockenspiel, walk through the obstacle 
course, peep into small holes etc. I would be happier 
calling Naj an installation rather than a performance. 
Last but not least, Slady (Traces), directed by Barbara 
Kolling and staged by the most interesting independ¬ 
ent group in Poland, the Atofri Theatre from Poznan 
(premiere March 2014) is certainly worth mentioning. 
Before they enter the auditorium, the children and 
their parents are shown some childhood photo¬ 
graphs. The performers Beata B^bliriska and Monika 
Kabacinska have one of these photographs come to 
life onstage - the one in which two little girls are 
standing side by side, very close to each other. The 
actresses begin from duplicating their stance as faith¬ 
fully as possible, and then they play with the situation, 
recreating the girls' manner of walking and playing, 
and finally the relationships between them. The pro¬ 
duction focuses on the reflection about the past and 
the transience of life, which is a rarity in theatre ad¬ 
dressed to children. Above all, however, this is the 
only project in Poland that was carried out in cooper¬ 
ation with a foreign TEY company, namely the Helios 
Theatre from Hamm. In fact, even the cooperation 
with a professional director was an experiment for the 


Atofri Theatre: until then, B^bliriska and Kabacinska 
wrote and staged their performances themselves. It is 
worth mentioning that at the present moment the 
company is facing a new challenge: Bqbliriska and 
Kabacinska will soon debut as directresses working in 
an institutional theatre. They have been invited by the 
Teatr Animacji to produce a performance in coopera¬ 
tion with puppeteers. 

In the course of nearly a decade that TEY has func¬ 
tioned in Poland, it has managed to find a secure place 
in the panorama of the Polish theatre for the youngest 
audience 3 . Regrettably, however, producers increas¬ 
ingly often perceive TEY performances not as a crea¬ 
tive challenge, but rather as another task to complete. 
Some interesting shows are being staged, yes, but it 
must be stated clearly that fresh ideas are few and far 
between. So far, no production has managed to unite 
the entire milieu of those interested in art for children 
in an admiration for its form and content. There is still 
much to be done! 

1 The important festival "Visiono di future, visioni di teatro" organised by La 
Baracca Testoni Ragazzi has centrally contributed to this development, but 
its most important initiative is the institution, in 2005, of Small Size, an in¬ 
ternational network of TEY theatres, which profoundly influenced the cur¬ 
rent European flourishing of art for the youngest children. 

2 The Children's Art Centre was (and still is) promoting the development of TEY 
by staging shows themselves (e.g. Ukladanka [The Puzzle] directed by Rob¬ 
ert Jarosz) and by inviting foreign artists to Poland; the Presentation Stage es¬ 
tablished by the Centre evolved into the Art Seeks the Toddler festival. 

3 The Theatre of the Young Viewer has functioned in Warsaw for three years 
now; in practice, the private stage established by Agnieszka Czekierda is 
dedicated exclusively to art for the youngest audience (mainly featuring 
shows, but also workshops, interactive concerts or installations), which 
means that its marketing potential is very large indeed. 



Theatre for the Youngest 


Pan Satie/Mr. Satie, Teatr Atofri, Poznan 
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Odslona II 

^^/V przedziale siedzi dziewczynlca w sukience w szare prqzlci. Patrzy przez 
okno, lctore wchlon^lo juz mgl^ z przedziatu. O czym mysli dziewczynlca? 
O swiecie po drugiej stronie szyby? O plynqcym czasie, lctory odciska si§ 
w slojach drzewa, b^dqcego przedluzeniem jej przedziatu? Na stolilcu lezy 
zamlcni^ty zeszyt z bialymi brzegami. 

Odslona III 

przedziale siedzi siwowlosa starsza pani w sukience w szare prqzlci. Ma 
rysy Poetki. Patrzy przez to samo zamglone okno z plamami bl^kitu. Prze¬ 
dluzeniem jej przedziatu jest siwa mgla przetykana bialymi musni^ciami. 
Ptasich pior? Choinlcowych lcolelc? Drobinelcpoezji? Na stolilcu lezy 
zamlcni^ty szlcolny zeszyt z czerwonymi brzegami. 


Odslona IV 

^[Slowo Poetki. Wyrastajqce z drzewa i rozbiegajqce si§ we wszystlcich 
lcierunlcach - leu gorze i leu dolowi, nazywajqce szczegol i Uniwersum. 
Slowo-zald^cie, slowo stwarzajqce swiat, niespolcojne, drqzqce stronie^, 
pogrqzajqce si§ wniej coraz gl^biej, az do pelnego zanurzenia, az do znilc- 
ni^cia we mgle. 
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flTakich odslon jest w lcsiqzce Krystyny Milob^dzlciej 
i Iwony Chmielewskiej dwadziescia pi§c - tyle, ile roz- 
lcladowelc. Kazdej trzeba by poswi^cic osobny esej, bo 
tez Na wysokiej gorze spotlcaly si§ dwie niezwylde oso- 
bowosci - poetlca slowa i poetlca obrazu. Obie niezwy- 
lde oszcz^dne w srodkach elcspresji, malomowne, 
pastelowe, dyslcretne, z pozoru nawet chlodne. Tyllco 
najniezb^dniejsze slowa, tyllco najniezb^dniejsze 
kreski. Zadnych ornamentow. Metafory rozplywajqce 
si§ we mgle, niedopowiedzenia, lctore lcazdy musi 
sobie sam dopowiedziec. 

UMowi sigjedno slowo, a dziejesiq wide rzeczy, wide 
rzeczy dzieje siq bez slow albo dziejq si$ same slowa. Roz- 
maicie. Na czytelnikow i aktorow czekajq takze puste 
miejsca do wypelnienia wlasnymi slowami. Czekajq 
rowniezgotowe slowa, gotowe przedmioty i rolejeszcze 
niczyje, lctore dla siebie wybiorq. To niesmiale zaprosze- 
niedo wspolmowienia, wspolgrania - powiada Kry- 
styna Milob^dzlca wpo-slowiu do zbioru swoich sztulc 
Siala baba male. Ksiqzki zainscenizowanej - jalc glosi 
stoplca redalccyjna - przez Jana Berdyszalca. 

•| To zaproszenie dotarlo do Iwony Chmielewskiej z rqlc 
Olchy Sikorskiej, admiratorki artystyeznej ksiqzki dla 
dzieci, lctora trzynascie lat temu powolala do zycia 
Poznarislcie Targi Ksiqzki Dzieci^cej. Dlaczego zaprosila 
do tego „ wspolmowienia" wlasnie Iwon§ Chmielewslcq? 
Torunskq graficzlc^, autarky dwudziestu lcsiqzelc obra- 
zowych (inaezej - pictureboolcow), laureatlc^ najbar- 
dziej prestizowych nagrod europejskich - Zlotego Jab- 
llca na Biennale Ilustracji w Bratyslawie oraz Bologna 
Ragazzi Award wBolonii, ikon§ wspolczesnej ilustracji 
w... Korei Poludniowej, gdzie mialymiejsce prapre- 
miery wi^lcszosci z jej lcsiqzelc, autarky uznawanq na 
polskim rynlcu za zbyt trudnq i hermetyeznq dla dzieci§- 
cego czytelnilca. Dlaczego? Ze wszystkich powyzszyeh 
powodow. Na wysokiej gorze to pierwsza lcsiqzlca Iwony 
Chmielewskiej narysowana/zainscenizowana specjal- 
nie dla polskiego wydawey. Inne byly z reguly przelda- 
dami/reprintami z j^zylca... lcoreanskiego, z grafieznq 
w^drowkq po jej rodzimym Toruniu wlqcznie! W 2011 
rolcu bardzo mocno zaistniala w swiadomosci polskich 
czytelnikow dzi^ki Pamiytnikowi Blumki - kolazowej 
opowiesci o Korczalcowskim Domu Sierot, nagrodzonej 
tytulem Ksiqzki Rolcu przez Polslcq Selccj^ IBBY. 

«|Azwreszcie pojawila si§ lcsiqzlca na Wysokiej gorze. 
Wiersz-wyliczanlca, b^dqcy sednem sztuki Krystyny 
Milob^dzlciej, stal si§ przewodnikiem czytelnilca 
w w^drowce przez swiat, przez biografi^ dziewezynki 
w sukience wprqzlci. Wchodzimy wjej oniryeznq rze- 
czywistosc przez dziur§ w s^lcu, lctora staje si§ olcnem 
dla dzieclca slculonego wlcqcie pustego polcoju. Za 
olcnem - drzewo, lctore na nast^pnej stronie stanie si§ 
wspomnieniem zamlcni^tym wtorebce ziolelc, jakie 
stareza dlori za chwil§ zanurzy w przezroczystym 
lcublcu, lcryjqcymw sobie dzieci^cylcubeczelc. Prze- 
wracamy lcart§. Wielki pusty polcoj zmienia si§ w maty 
domelc, w otwartq pozolldq lcopert^, a w jej/jego olcnie 
czerwieni si§ lcwiat. 


a z tego drzewa - azalia 
a z azalii - dalia 
a z dalii -dal 
a z dala biegnie droga 
a z biegniedrogi - nogi 
a z nog - slcrzydla 

^[Biegnq metafory, snujq si§ mgly, cienie, polcienie, 
przebitki, lustrzane odbicia, awersy i rewersy. Kot 
przeglqda si§ wlustrze, lustro przeglqda si§ wlcocie, 
dziecinstwo - w starosci. A wszystlco w odcieniach 
bezu i szarosci. Gdzieniegdzie - nagly lcolor: czerwona 
pileczlca, czerwony listelc, lcwiat, owoc. Czerwone 
brzegi stronie jalc w szlcolnym zeszyeie z pierwszego 
obrazu. Czulosc dla szczegolu, dbalosc o detal, swo- 
boda dla wyobrazni. Pelna wolnosc interpretaeji, jalc 
w zapisanych przez Krystyny Milob^dzlcq didaslca- 
liach, niesmialych sugestiach inscenizacyjnych, 
wspartych slowami: „moze" „na przylclad" „chyba" 
„albo". 

^[1 jeszcze cos - niezwylcla falctura tej lcsiqzki, lctorq 
budujq stronice „z przeszlosciq": pozollcle lcoperty, 
poplamione olcladlci, lcrostowaty papier palcowy. A na 
nim - przezroczyste wspomnienia o bialych ubran- 
lcach od chrztu, zawieszonych na jednym wieszalcu 
wraz z hallcq od pierwszej lcomunii i sulcniq slubnq. Na 
czerwonym sznurlcu. Znowpowraca szczegol, detal. 
Bo obie poetlci talc wlasnie opowiadajq swiat - pars pro 
toto to ich ulubiona metafora. 

Idziemy wi§c wraz z Iwonq Chmielewslcq za slowami 
wyliczanlci, lctora nigdy si§ nie slconczy. „Idzie, idzie, 
idzie, idzie" tarn, gdzie dziecinstwo spotylca si§ ze sta- 
rosciq, gdzie jabllco z „duzego drzewa" przechodzi 
z dzieci^cych rqczelc w stareze dlonie. Znow awers/ 
rewers. To juz dwudziesty piqty obraz. Dalej juz 
musimy isc sami, niesieni wlasnq wyobrazniq i wlasnq 
wrazliwosciq. Ale na szcz^scie zawsze mozemy t£ 
podroz zaczqc od poczqtlcu i znow wsi^sc do zamglo- 
nego przedzialu, gdzie na stolilcu czelca na nas 
zamlcni^ty szlcolny zeszyt. Iwona Chmielewslca otwo- 
rzyla go dla nas, inscenizujqc wiersz Krystyny Milo- 
b^dzlciej w swoim papierowym teatrze. Teatrze wyob¬ 
razni i poetyclciego wspolgrania. Otrzymala za to 
prestizowq nagrod^ wlconlcursie im. Haliny Slcrobi- 
szewslciej przyznanq przez Muzeum Ksiqzki Dzieci^- 
cej oraz nagrod^ wroclawslcich Targow Ksiqzlci Dzie- 
ci^cej „Dobre strony" 


No wysokiej gorze, Krystyna Milobfdzka, Iwona Chmielewska 
Wydawnictwo Miejskie Posnania, Poznan 2013 
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< Episode I 

^ A closed copybook is lying on a little table in a train compartment. The 

Z mist from outside the window envelops the entire compartment and the 

° names of both the Authors. 
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< Episode II 

< A girl in a grey-striped dress is sitting in the compartment. She is looking 

- through the window, which has absorbed all the mist from the interior. 

What is she thinking of? The world on the other side of the glass pane? The 
passing time, stamped in the rings of a tree that is the extension of her 
compartment? A closed white-edged copybook is lying on a little table. 

Episode III 

^A grey-haired old lady in a grey-striped dress is sitting in the compart¬ 
ment. She has the face of the Poetess. She is looking through the same 
misted, blue-stained window. The extension of her compartment is blue- 
grey mist touched with white. Feathers? Pine needles? Chips of poetry? 

A closed red-edged copybook is lying on a little table. 

Episode IV 

ifThe word of the Poetess, growing from a tree and extending in all direc¬ 
tions, upwards and downwards, naming the detail and the Universe. The 
word, a world-creating spell, unquiet, burrowing into the page, deeper 
and deeper, all the way to a full immersion, to a dissolution in the mist. 

•The book Na wysokiejgorze (On High Mountain) by Krystyna Milob^dzlca 
and Iwona Chmielewska contains twenty-five such episodes, as many as 
page spreads. Each would deserve a separate essay; no wonder, since the 
book constitutes a meeting of two extraordinary personalities: a poetess 
of the word and a poetess of the image. Both are exceedingly sparing in 
their use of means of expression, reticent, pastel-toned, discreet, seem¬ 
ingly even cold. They use only the most indispensable words and con¬ 
tours; no ornaments at all. Their metaphors dissolve in the mist; their 
understatements the readers must fill in themselves. 

H One word is said and many things happen; many things happen without 
words, or just the words happen. It varies. Empty spaces, too, are awaiting the 
readers and actors who fill them with their own words. Also awaiting are the 
ready-made words, ready-made objects and roles as yet belonging to no-one, 
which they will choose for themselves. This is a timid invitation to co-spealc- 
ing co-acting- wrote Krystyna Milob^dzlca in the afterword to the collec¬ 
tion of her plays Siala baba male 1 , a book “staged" as the imprint says, by 
Jan Berdyszalc. 

^[This invitation has reached Iwona Chmielewska through Olcha Sikorska, 
an enthusiast of artistic books for children who thirteen years ago insti¬ 
tuted the Poznan Children's Book Fair. The reasons she invited Iwona 
Chmielewska to “co-speak" in this way are manifold. A graphic artist from 
Torun, Chmielewska is the author of twenty picture books, the laureate 
of the most prestigious European awards: the Golden Apple at the 
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Biennial of Illustration in Bratislava and the Ragazzi 
Award in Bologna. While she is the leading light 
of contemporary illustration in South Korea, where 
most of her books premiered, on the Polish market she 
is considered to be too difficult and hermetic for the 
young reader. Na wysokiej gorze is Iwona Chmielews- 
ka's first book drawn/staged with the Polish publisher 
in mind; others were usually translations or reprints 
from, would you believe it, Korean, including a visual 
trip around her native Toruri. In 2011 Polish readers 
became very strongly aware of her existence owing to 
Pamiqtnilc Blumki (Blumka's Journal), a collage story 
about Janusz Korczak's orphanage, designated the 
Book of the Year by the Polish section of IBBY. 

^[Finally, Na wysokiej Gorze. A counting-rhyme poem 
that embodies Krystyna Milob^dzka's poetry guides 
the reader through the world and the life of the girl in 
the grey-striped dress. Her oneiric universe is entered 
through a hole left by a knot in the wood, which the 
child huddled in the corner of an empty room uses for 
a window. The tree outside the window becomes, on 
the next page, a memory locked in a bag of herb tea 
that an aged hand is putting into a transparent mug 
with a child's mug concealed inside it. The page is 
turned, and the huge empty room changes into a little 
house (or a yellowed open envelope) with a red flower 
in its window. 

a z tego drzewa - azalia 
a z azalii - dalia 
a z dalii - dal 
a z dala biegnie droga 
a z biegniedrogi - nogi 
a z nog - skrzydla 2 

^fThe metaphors chase one another, all is obscured by 
mists, shadows, chiaroscuros, see-through images, 
mirror reflections, obverses and reverses. A cat is 
reflected in the mirror, the mirror is reflected in the 
cat, childhood is reflected in old age. All in the shades 
of beige and grey, with a rare touch of colour: a red 
ball, a red leaf, a flower, a fruit. The pages are edged 
with red as in the copybook in the first picture. Sensi¬ 
tivity and attention devoted to detail match the free¬ 
dom allowed to imagination. No restrictions are laid 
on interpretation; Krystyna Milob^dzka's directions 
are equally hesitant staging suggestions, supported 
with the words "perhaps” "for instance” "maybe" 
and "or" 

^[And one more point: this book has an extraordinary 
texture, as it consists of pages with a "past": yellowed 
envelopes, stained covers, rough manila paper. On 
that paper, there are translucent memories of chris¬ 
tening dresses placed on one hanger with the first- 
Communion petticoat and a wedding dress. On red 
string. Again, the attention to detail. After all, this is 
how both the poetesses speak about the world; their 
favourite metaphor is the pars pro toto. 


^[Thus Iwona Chmielewska leads her readers forward, 
following the counting rhyme that never ends, but 
"goes, goes, goes, goes" on to where childhood meets 
old age, where the apple from the "big tree" passes 
from a child's hands to aged hands. Again, the obverse 
and reverse. This is the twenty-fifth image. Further on, 
the readers must go alone, carried by their own imagi¬ 
nation and sensitivity. Fortunately, it is always possi¬ 
ble to start this journey anew by getting into the misty 
train compartment with a closed copybook awaiting 
on the little table. Iwona Chmielewska opens it for us, 
staging the poem by Krystyna Milob^dzlca in her paper 
theatre - the theatre of the imagination and the poetic 
co-acting. For this, she received the prestigious Halina 
Skrobiszewslca Award conferred by the Museum 
of Children's Book and the "Dobre strony” Award at 
the Children's Book Fair in Wroclaw. 

1 The title, which literally means "An old woman was sowing poppy", is the 
opening line of a well-known nursery rhyme (translator's note). 

2 The poem is based on similarity of sounds and, taken literally, is meaning¬ 
less; the string of images is as follows: "from that tree, an azalea; from the 
azalea, a dahlia; from a dahlia, a distance; in the distance runs a road; from 
the road-run, legs; from legs, wings" (translator's note). 

Na wysokiej gorze, Krystyna Milob^dzka, Iwona Chmielewska 
publisher: Wydawnictwo AAiejskie Posnania, Poznan 2013 
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iwogole calej tej lalkarskiej niszy wniszy. 

Jurlcowski twierdzi, ze odrodzic ruch lallcarski mogq tyllco plastycy lub ci 
tworcy, lctorzy zdolali wyartylculowac swojq oryginalnq estetyk^, srodki 
elcspresji, swoj wlasnyj^zylc. Tadeusz Wierzbicki, Marcin Jarnuszkiewicz, 
Unia Teatr Niemozliwy, Piotr Tomaszulc, Leszelc Mqdzilc, Adam Walny, 
Bohdan Gluszczalc (z czasow Pantomimy Gluchych), Jerzy Kalina... - to 
wydaje si§ tacy kreatywni tworcy. Osobnq, wyboistq, ale ciekawq drogq 
podqza Konrad Dworakowski. (Przepraszam tworcow, lctorych nie 
wymieniam). Oni wykreowali swoje wlasne teatralne swiaty znane 
i podziwiane takze poza Polslcq. Oni poszli drogq Dormana czy Kantora 
(na marginesie wspomn§, ze o Dormanie siyszalem juz wliceum, a lcto to 
jest Wilkowski, dowiedzialem si§ dopiero po studiach na UMCS-ie). 
Kazdy z nich stworzyl swoj wlasny warsztat teatru lalelc ; postrzegam ich 
jako wspolczesnych lallcarzy, lcomediantow cudalcow czy odmiericow. Ci 
artysci majq swoje ci^zlco wypracowane miejsce w encyldopediach, slow- 
nilcach i na roznego rodzaju parnasach. 

^[Nie sposob tez zapomniec o takich znakomitych pedagogach, 
jalc Krzysztof Rau, Stanislaw Ochmaiiski, Wojciech Kobrzynski, 

Wojciech Wieczorkiewicz czy Jan Wilkowski. Ich starania zaowo- 


W ostatnim „Teatrze Lalelc” Henryk Jurlcowski opublilcowal nie- 
zwylde wazny dla srodowislca teatru lalelc telcst, jalc zwylde 
przenildiwy, nazywajqcy po imieniu zjawislca, lctore bye 
moze l^lcalismy si§ zdefiniowac. Zgoda, teatr lalelc pojmo- 
wany poprzez lcryteria sprzed dwudziestu, trzydziestu, czterdziestu lat 
zwietrzal, rozpadl si§ i po prostu nie istnieje. Teza ta implilcuje zdawaloby 
si§ przerazajqce wnioski i lconselcwencje, a sam telcst jest wstrzqsajqcy 
poprzez swojq oczywistosc. Prowolcuje do zadania pytania o tozsamosc 
wspolczesnego lallcarza, o sens istnienia szlcollallcarskich, teatrow 


Hamlet, Walny Teatr, Warszawa 
Arch. 
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cowaly uniewaznieniem teatru lalelc, lctore obwiescil 
wlasnie Henryk Jurkowski. Szkolnictwo lallcowe i caly 
teatr lalelc swoje apogeum osiqgn^ly w 1980 rolcu, gdy 
dzialalnosc zainaugurowal Wydzial Rezyserii Teatru 
Lalelc w Bialymstoku. Od tamtego momentu juz tyllco 
spadamy, coraz szybciej. Najpierwna rezyseri^ zabra- 
lclo lcandydatow z posiadanym juz tytulem magistra, 
na wydzial alctorslci dostawali si§ ci, lctorych odrzu- 
cono we wszystlcich szlcolach dramatycznych. Stu- 
denci ci tralctowali czy to jednq, czy to drugq szlcol§ 
jalco etap przejsciowy do sceny dramatycznej. Szlcola 
wpewnym momencie organizowala prawie „lapanki” 
aby pozyslcac lcandydatow na studentow. Chodzilo 
o rzecz prozaicznq, o etaty nauczycieli alcademiclcich 
i utrzymanie wydzialu. Slcutlcuje to dzis zamlcni^ciem 
si§ studentow, wyldadowcowi alctorowbialostockiego 
teatru wjednej szczelnej „lconserwie” O walorach 
szlcoly niech swiadczy talc zwany przedmiot naucza- 
nia - gra przedmiotem. Wedlug teoretycznych zalo- 
zeri tego „kierunku w sztuce” na przylclad postac 
Hamleta moze bye oznaezona przez prowadzonq 
przez alctora podartq marynarlc^, moze to bye talcze 
durszlalc, zuzyta prezerwatywa, miotla, starypantofel, 
dziura wmoscie albo przezuta guma do zucia (bez 
zartow - Alina Szapocznilcow z talciej gumy wylcony- 
wala rzezby) i w ogole wszystlco, co si§ pod r§lc§ nawi- 
nie. Im elcscentryczniej, tym bardziej artystyeznie. 

Z tematu „gra przedmiotem” powstajq prace magi- 


sterslcie, dezyderaty dolctorslcie i profesorskie i cala 
masainnej teorii... 

^[Pytanie Jurlcowslciego o sens dzialania tych szlcol jest 
fundamentalne i niezwylde istotne. W teatrach, lcto- 
rych organizatorem bylo miasto lub powiat, odcho- 
dzono gremialnie od grania lallcq, formq, pozostawalo 
takie ni to, ni sio. Rezultat jest talci, ze mamy teraz 
w miescie, lctore lciedys mialo teatr dramatyezny i lal- 
lcowy - dwa teatry dramatyezne. Roznica jest tyllco 
taka, ze w dramatycznych teatrach lallcowych sq nieco 
inaezej uzdolnieni alctorzy. Kazdy, lcto potrafi pusz- 
czac bariki mydlane, staje si§ alctorem. Moze wreszeie 
spelnilo si§ marzenie dadaistow i futurystow: lcazdy 
moze bye artystq? Do tego wszystlciego dochodzq 
dyrelctorzy, lctorzy nie tyllco o teatrze lalelc, ale w ogole 
o sztuce majq blade poj^cie, a bardzo chcq bye 
artystami. 

Teatry lalelc, te dziwaczne, ciqgle niedofinansowane 
twory, nie sq w stanie wygenerowac nawet porzqd- 
nego spelctaldu dla dzieci, nie mowiqc juz o spelctaldu 
po prostu waznym. Teatry repertuarowe starajq si§ 
ratowac, zapraszajqc do wspolpracy rezyserow, lcom- 
pozytorow, scenografow spoza srodowislca i spoza gra- 
nic Polski. Pojawila si§ u nas cala rzesza lepszyeh i gor- 
szyeh rezyserow, scenografow, lcompozytorow 
- przede wszystkim zza wschodniej i poludniowej gra- 
nicy. Zadziwia latwosc, z jalcq weszli w obieg produlccji 
polskiego teatru lalelc. Cielcawe jest tez to, ze jest to 
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proces jedynie jednostronny. Za wschodniq i polu- 
dniowq granicq nie ma naszych plastylcow, rezyse- 
row... I to chyba nie jest talc, ze polscy plastycy nie szu- 
lcajq sobie miejsca wteatrach. Obecnosc tworcow 
spoza granic Polski nie pomaga jednalc zbyt wiele, cie- 
lcawy, dobry spelctald schodzi z afisza i nilct po paru 
latach o nim nie pami^ta. O teatry Mqdzilca, Toma- 
szulca, Walnego, Wierzbickiego pewnie jeszcze diugo 
b^dq toczyly si§ spory; teatry te nadal pozostajq wazne 
i zywe. Potrzebujq jednalc bazyi przestrzeni, aby isc 
do przodu. 

^[Niestety, nie pojawily si§ w teatrze lalelc talcie osobo- 
wosci rezyserslcie, jak Wilctor Rubin, Maja Kleczewslca, 
Agata Duda-Gracz, Jan Klata...; nie ma tez znaczqcych 
osobowosci alctorskich. Po prostu ten teatr lalelc nigdy 
nie b^dzie ognislcowal uwagi lcrytyki i mediow. Wobec 
teatrow dramatycznych teatry lalelc ze swoimi alcto- 
rami, lctorych ten pierwszy si§ wyparl, jawiq si§ jalco 
malo wazne grupy na wpol amatorslcie. To prawda, 
funlccjonujq teatry pr^zne i doslconale prowadzone: 
Opole, Bielslco-Biala, Groteslca, Poznan, Szczecin, 
Wroclaw, Arlelcin... ale sq to juz prawie dramaty, tyle 
tyllco, ze dla dzieci, i to po cz^sci. Cz^sc tych teatrowze 
swoich szyldow strqcila slowo „lalka". Tymczasem tea¬ 
try dramatyczne przestaly tralctowac repertuar dzie- 
ci^cy jalco cos „drugiej kategorii , ; Nie mowi si^ juz, ze 
robimy „bajlc£" tyllco ze wlasnie powstaje znalcomicie 
grany, cielcawy Plastusiowy pamigtnilc. Przy dramatach 
powstajq sceny lallcowe. 

^[Z obserwacji festiwali teatrow lallcowych na swiecie 
wyziera falct nieobecnosci na nich polslciego teatru 


lalelc. Od wielu lat nie pojawiamy si§ na przyldad na 
FIDEN-ie w Bochum czy w Charleville-Mezieres... 

Po prostu nilct nie chce oglqdac spelctaldi zywoplano- 
wych z duzq ilosciq gadaniny w dziwnym j^zylcu. 
Dawne nasze mi^dzynarodowe sulccesy zawdzi^- 
czamy temu, ze po prostu pojawialy si§ wtedy intere- 
sujqce zagranic^ spelctalde z uzyciem lalelc. Powinni- 
smy zadac jeszcze jedno wazne pytanie - dlaczego 
czasopismo „Teatr Lalelc" (pomimo tego, ze dostalo 
lcolejny, bardzo mocny oddech i po prostu jest arty- 
stycznie cielcawe) i inne wydawnictwa POLUNIM-y 
w cz^sci swego nalcladu idq na malculatur^? Dlaczego 
wi^lcsze zainteresowanie tymi wydawnictwami daje 
si§ zaobserwowac wsrod „cywili" niz wsrod ludzi 
zwiqzanych z teatrami lallcowymi? W salonach Empilc 
„Teatr Lalelc" sprzedaje si§ - moze wlasnie lcupujq go 
nasi artysci? 

^[Wspomnialem o tworcach talcich, jalcMqdzilc, Toma- 
szulc, Wierzbiclci, Jarnuszlciewicz, Kalina... robiq swoj 
teatr, w bardzo roznych warunlcach, z roznq bazq. 
Najcz^sciej gdzies lcqtem, cz^sto jak jacys pariasi, 
uchodzcy lub ucielcinierzy z getta. A co by bylo, gdyby 
nagle Ministerstwo, ZASP, POLUNIMA zdecydowaly 
si§ oddac tym ludziom do dyspozycji teatry? Oddaj^ je 
lcombatantom off-u i innym zaocznym z awansu, to 
mogq wprowadzic na salony talcze rasowych artystow. 
Nie potrzeba do tego ani odwagi, ani wizji, ani boha- 
terstwa. Trzeba uwaznie przeczytac telcst Henrylca 
Jurlcowslciego. Znilcnq szlcoly lallcarslcie, porozpadajq 
si§ teatry... 

^[Pozostanq lallcarze. 
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m the latest "Teatr Lalek" ; Henryk Jurkowski published an 
essay that is as insightful as usual, does not shrink from 
frankly discussing phenomena that we might have been 
reluctant to name, and thus is crucial and pertinent to the 
entire puppetry milieu. It is indeed true that puppet theatre defined in 
accordance with criteria valid twenty, thirty or forty years ago has gone 
stale, collapsed and simply is no more. Outwardly, this thesis implies 
frightening conclusions and consequences, and the essay itself is devas¬ 
tating because of its obviousness. It provokes questions as to the identity 
of a contemporary puppeteer and the raison d'etre of puppetry schools, 
puppet theatres and all that puppetry niche-within-niche in general. 

^[In Jurkowski's view, the renaissance of puppetry may originate only with 
visual artists or, generally, creators who have managed to articulate their 
own original aesthetics, means of expression and artistic language. Tade- 
usz Wierzbicki, Marcin Jarnuszkiewicz, Unia Teatr Niemozliwy, Piotr 
Tomaszulc, Leszelc Mqdzik, Adam Walny, Bohdan Gluszczalc in the era 
of Pantomima Gluchych, or Jerzy Kalina seem to be precisely such 
inspired artists. Konrad Dworakowski has chosen to walk a separate road, 
rocky but interesting. (My sincere apologies to those I omitted). They have 
created their own theatrical universes, known and admired not only in 
Poland, but also abroad. They followed in the footsteps of Dorman and 
Kantor. (Incidentally, I knew who Dorman was while still in high school, 
while of Willcowski I first heard as a graduate of the Maria Curie- 
-Sklodowska University.) Each of them developed his own puppet theatre 
workshop. I see them as the modern-day puppeteers, comedians, mar¬ 
vels or freaks. They all have their very well earned place in encyclopae¬ 
dias, biographical dictionaries and on various peaks of Parnassus. 

^It is also impossible to overlook such eminent educators as Krzysztof Rau, 
Stanislaw Ochmarislci, Wojciech Kobrzyhski, Wojciech Wieczorkiewicz or 
Jan Willcowski. Their efforts brought about that collapse of puppet theatre 
so resoundingly announced by Henryk Jurkowski. Puppetry education, 
and puppet theatre in general, reached their apogee with the foundation 
of the Puppet Theatre Direction Division in Bialystolc in 1980. Since then 
things have gone into an ever-accelerating decline. First, no MA graduates 
wished to apply to the Direction Division; the Acting Division got only 
candidates who had been rejected by all theatre academies in the coun¬ 
try. Both sets of students perceived their school as only a step on the road 
to "real” theatre acting. At some point the Puppetry Art Department was 
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practically reduced to begging potential candidates to 
apply. The reasons were prosaic: permanent posts for 
academic teachers, and financing. As a result, the stu¬ 
dents, teachers and actors of the Bialystolc theatre are 
currently locked in a watertight sanctuary. A course 
subject known as Object Playing is a proof of the 
school's merits. According to the theoretical premises 
of this subject, Hamlet, for instance, maybe denoted 
by a torn jacket animated by an actor, by a colander, or 
a used condom, a broom, an old shoe, a hole in the 
bridge, a chunk of used chewing gum (no kidding; 
Alina Szapocznilcowmade sculptures from used gum) 
or whatever offers. The more eccentric, the more artis¬ 
tic. The subject of Object Playing generates masters 
theses, doctoral dissertations, professorial essays and 
a huge amount of theory... 

^[Jurkowski's question as to the reason for the continu¬ 
ing existence of such schools is fundamental and cru¬ 
cial. Theatres sponsored by town or district authorities 
usually resigned from the use of puppetry, from the 
use of the form; what remained was neither here not 
there. The result is that a town the once had two thea¬ 
tres, a puppet and a drama one, now has two of the lat¬ 
ter. The only difference is that puppet drama theatre 
employs slightly differently talented actors. Whoever 
can blow soap bubbles turns an actor. Perhaps the old 
dream of the Dadaists and the Futurists has finally 
come true: anyone can be an artist. Directors who 
have very little idea of not only puppet theatre, but 
of art in general, yet very much want to be artists, are 
an additional nuisance. 

Puppet theatres, those bizarre, persistently under¬ 
financed creations, are unable to generate even 
a decent show for children, let alone a simply signifi¬ 
cant one. Repertoire theatres are trying to save them¬ 
selves by inviting directors, composers, stage design¬ 
ers etc. from outside the milieu and better still from 
abroad. We are playing host to a whole crowd of such 
co-operators, some better, some worse, originating 
mainly from beyond our eastern and southern bor¬ 
ders. The ease with which they entered the circulation 
in Polish puppet theatre production is truly astonish¬ 
ing. Equally remarkable is the fact that this is an 
entirely one-way process; our directors, designers etc. 
seem not to go beyond our eastern and southern bor¬ 
ders. And it is not true, I think, that Polish artists are 
not looking for their own place within the theatre 
milieu. The presence of foreign artists is not helping 
much; an interesting, good production vanishes from 
the stage and a few years later is utterly forgotten. The¬ 
atrical creations by Mqdzilc, Tomaszulc, Walny, Wierz- 
bicki will probably remain a subject of heated debate 
for along time; their theatres are still important, still 
alive. But even they need a base and a space to move 
forward. 

Alas, directors of such weight as Wilctor Rubin, Maja 
Kleczewslca, Agata Duda-Gracz, Jan Klata and others 
do not seem to have emerged in puppet theatre. There 


are no great personalities among actors, either. Let's 
face it, this theatre will never be a focus for the atten¬ 
tion of the critics and the media. Compared to drama 
theatres, puppet theatres with their actors - rejects 
from the former, seem to be half-amateurish groups 
of little importance. It is true that some puppet thea¬ 
tres are vigorous and brilliantly directed: Opole, 
Bielslco-Biala, Groteslca, Poznan, Szczecin, Wroclaw, 
Arlekin - but by now these are almost drama theatres, 
only intended for children, and puppet theatres just in 
part. Some actually removed the word "puppet" from 
their signboards. Drama theatres, in turn, no longer 
view children's repertoire as second-class one. No- 
one says "we are doing a fairytale now" but that a very 
interesting, superbly played production of Plastusiowy 
pamigtnik is being staged. Puppet stages are presently 
established at drama theatres. 

A scrutiny of puppetry festivals worldwide reveals 
a marked absence of Polish puppet theatre as these 
events. For many years now we have been absent at 
FIDENA in Bochum or in Charleville-Mezieres, to 
name just two. Easy to say why: nobody wants to watch 
a live-stage show with a lot of jabber in a strange- 
sounding language in it. Our international triumphs in 
the past are due to the fact that we simply used to stage 
puppetry productions that were interesting to foreign 
audiences. Another pertinent question to ask is why 
the "Teatr Lalelc" magazine, in spite of getting a very 
strong boost and being most attractive visually, as well 
as other publications of the POLUNIMA Centre are, at 
least in part, sent back to the mill for pulping. Why is it 
that they seem to attract more people from outside the 
puppetry milieu than those who, one might imagine, 
should be interested? In the Empik bookstores, "Teatr 
Lalelc" is apparently selling well; who knows, maybe it 
is our artists buying it. 

^fThe creators I have mentioned: Mqdzilc, Tomaszulc, 
Wierzbiclci, Jarnuszlciewicz, Kalina etc. are staging 
their productions in very diverse conditions, with var¬ 
ying base - usually in loaned nooks, often treated as 
pariahs, refugees, escapees from some ghetto. Just 
think what would happen if the Ministry of Culture, 
the ZASP Association of Polish Stage Artists, the 
POLUNIMA Centre suddenly decided to allow those 
people to avail themselves of theatres. They allow the 
OFF combatants and other puffed-up nobodies to do 
that; they could also let full-blooded artists into the 
game. This does not require courage, or vision, or her¬ 
oism. All that is needed is to carefully read Henryk 
Jurlcowslci's essay. Puppetry schools will dwindle, 
theatres will disappear... 

^JThe puppeteers will remain. 
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